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Foreword 


Q/iny study of the evolution of architecture is dominated by factors 
of two kinds: 

The first is the importance of technical problems. Whether a 
painter uses water colour or oil painty whether his brushstrokes 
are broad or delicatCy is a question of personal choice. But the 
architect haSy in the f,rst placCy his materials imposed upon him 
by economic necessity: he must keep the cost within a certain 
margin andy to ensure thiSy must often make do with what 
materials can be found on the spot. Their use is then determined 
by a practical requirement: the construction of a building which 
will stand erect. Kidicule, or the failure to selly is the judgement 
passed on bad paintingy the collapse of the building is that passed 
on bad architecture. 

The second is an idea of the dijfertnt kinds of project y the pur- 
pose for which the building is planned. Architecture may he 
divided into ecclesiastical {churches)y secular (^private housesy 
palacesy mansionsy flats)y and public {town hallsy schools, 
hospitals, etc.). Allowing for the difference in materials, a 
church of the twentieth century, by its purpose and the idea which 
inspires it, is closer to a church of the twelfth century than to a 
house of the twentieth. Therefore, for each project the solutions 
worked out by the architect must be considered. 

These two factors have been taken into account in writing this 
book, of which the method is primarily analytical. But naturally 
there can he no question of losing sight of the stylistic evolution, 
that is to say of human taste, for it is for men and by men that 
architecture is created. Proper consideration of the historical and 
social backgrounds is perhaps even more important in the case of 
architecture than of any other art. A sculptor, a painter, a poet 
may work for himself only, and be discovered only after his death. 
The architect can only build if he finds a patron; thus a work of 
architecture is a compromise between the patron^ s taste and that 
of the artist; that is to say, it has two reasons rather than one 
for bearing the stamp of its period. 
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^]\(o^dge/f2ent can he passed on a buildittg 
without a knowledge of how it 


was built 



CHAPTER ONE 


TECHNICAL PROBLEMS 


Materials 

In the first place, what is a building made of? The materials 
an architect uses may be grouped according to their nature 
(stone, wood, iron, etc., and a mixed material, reinforced con- 
crete); according to their use (structural and facing materials); 
or according to the date of their appearance. Certain materials 
are traditional, almost as old as the Earth, such as stone and 
wood ; others, such as iron and reinforced concrete, are pro- 
ducts of the modern age (pis, i to 4). 

The use of building materials is determined by their cost, 
their structural and their aesthetic qualities. 

The latter problem may be left aside for the moment. Struc- 
tural qualities comprise resistance to crushing, to bending, 
and - in the case of wood and iron - to stretching. Cost de- 
pends on how the materials are extracted or manufactured and 
conditions of transport. Cost of transport varies with distance, 
and determines to what extent the building shall depend on 
local materials. Rural and humble buildings are always an 
expression of their geographic setting, but this does not hold 
for urban or large buildings. A country church in the Pyrenees 
is very different from a country church in Lorraine. On 
the other hand, the same type of house is found to-day in 
Lille, Marseilles, Oslo, and Algiers. The essential charac- 
teristic of town architecture is its independence of local 
materials, which is due to the progress of industrial technique 
and means of transport. Thus marble comes to play an ever in- 
creasing role in Parisian architecture. But there was transport 
in the Mickle Ages. ‘We have an exaggerated idea of the lack 
of commynication in medieval Europe,^ says Puig i Cadafalch. 
Of were no railways, and roads were fewer and 
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less well made than they are now; but waterways were rela- 
tively more developed. Charlemagne had columns brought 
from Rome and Ravenna for his church at Aachen; the basic 
materials had been taken from the fortifications of Verdun, 
demolished at his order. Abbot Suger dreamed of bringing 
columns from Diocletian’s palace at Spalato to Saint-Denis; 
he gave up the idea only because he thought that he had 
found finer examples nearer at hand. Even for more modest 
churches like Saint-Pierre at Coutances or the Abbey of 
Hambye (Manche) there was no hesitation in going to 
Berni^res for Caen stone, which had to be transported by 
sea round the Cotentin and then up a river, a journey of 
some 200 miles. The favourable formation of the mountains 
and uplands of France, her wealth of navigable waterways, 
and the easy connexions between her various river basins have 
all made important contributions to the history of French 
architecture. 

5 STONE 

The distinction must be made between natural and artificial 
stone. 

Natural stone is that extracted from a quarry. It is called 
freestone when it is square-hewn; rubble when its surface is 
rough-hewn. The term covers a very large range of varieties. 

First and foremost arc the calcareous stones (composed of 
lime and carbonic acid). These are tlic real freestones. They 
are found in the quarries in beds or layers. France is a fine 
source of these, and it may be said, without putting undue 
emphasis on a questionable geographic determinism, that as 
long as architecture meant construction in stone, the superio- 
rity of Fiance in this art was conditioned by her rich resources, 
particularly those of the Paris basin. Its geological past has 
made it a vast quarry, brought to light by the Seine and its 
tributaries. To the north, near the Oise and the Aisne, are the 
thick strata of so-called coarse limestone, which cover the 
Valois and Soissonnais regions. The railway between Chan- 
tilly and Creil has been cut through this; there are quarries at 
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Saint-Maximin, Senlis, and Trossy; quarries at Saint-Leu, used 
as early as the Merovingian period for making sarcophagi in 
upper Normandy, in the thirteenth century for the portals of 
the transepts of Chartres, in the fifteenth century for those of 
Sens, despite the distance involved (over 120 miles), in the 
sixteenth century at the Chateau of Gaillon, in the seventeenth 
century in the Luxembourg and the vault of the chapel of 
Versailles. At the confluence of the Oise and Seine are the 
quarries of Poissy and those of Conflans, with the Banc- 
Royal (‘Royal Bed’), the source of the stones of Saint-Denis, 
Notre-Dame-de-Paris and the corner stones of the pediment 
of the Pantheon, which measure over 9X9X6 feet, nearly 486 
cubic feet each, and weigh 24 tons. On the site of Paris itself, 
the left bank of the Seine was lined with quarries now ex- 
hausted. Rondelet held that five distinct kinds of stone were 
extracted from them: /w, very fine-grained and homogene- 
ous, without traces of fossils, cut up into blocks from 18 to 27. 
feet long and 6 feet wide but rather thin, and hewn in the 
quarries of the Barriere d’Enfer and the Avenue de I’Observa- 
toire which became the Catacombs; cliquart^ very hard but less 
fine-grained (Arcueil, Bagneux); roch (Bagneux); ham franco 
and lamhourde. To the south of Paris, Chateau-Landon (Seine- 
et-Marne) produced a hard, heavy, compact stone of a yellow- 
ish grey, capable of taking a high polish; it was used in the 
Pantheon (paving), the Arc-de-Triomphe at the fitoile, and 
the Sacre-Coeur o£ Montmartre. 

All round the city, in a larger radius, is another circuit of 
incomparable materials. In Picardy, the magnesian chalk of 
Amiens cathedral; in Champagne the more resistant chalk of 
Reims cathedral. To the east, in Burgundy, are the lime- 
stones of Tonnerre. Further away can be found the coral 
limestones of the C6tes-de-Meuse at Nancy and throughout 
Lorraine. To the south is the Berry stone; to the west the 
Turonian chalk of the Loire valley, the rather friable tufa used 
for the Loire chateaux; and in Normandy the magnificent 
Caen stone. Outside the Paris basin, similar resources are 
found in the Aquitanian Basin and the region around Lyons 
(Mont-d’Or hills). 
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Marble is a variety of limestone easily dressed, fine in 
polish, and varied in colouring. It is much less rare in France 
than is generally believed, but its quality is very unequal, so 
that it is used not only for columns but also as facing material 
and ordinary paving. The marbles from the Pyrenees are the 
finest. More than 250 kinds are known, principally the Saint- 
Beat (a white marble exploited since the time of the Roman 
Empire) and the Sarrancolin (red veined with grey, and flesh- 
coloured veined with yellow). They have been used in a 
number of palatial buildings in the Paris region: the Louvre, 
the Opera, as well as at Versailles and the Trianon. In the 
sixteenth century they were brought by water, first down the 
Garonne and then by sea; there is a contract of 1 5 5 3, in which 
two watermen from Moissac undertake to convey Saint-Beat 
marbles for the Louvre down the Garonne from Toulouse to 
Bordeaux. In Provence and the Alps there are more than 150 
varieties of marble. Others are less famous, but no less used, 
for example the marbles of the Boulonnais, the Ardennes, and 
the Comblanchien (Cote-d’Or). 

In the absence of calcareous stones, siliceous or volcanic 
stones are used. The Paris area still supplies a millstone grit^ a 
very hard variety ~ the derh^^tion nf the name is obvious. 
There are several varieties of this stone; that used for building 
is the fine yellow variety riddled with holes. The Vosges 
mountains have a sandstone^ of a fine red colour (Strasbourg 
Cathedral); the Massif Central has one very similar (Rodez 
Cathedral). Granite, which is more difficult to cut, but ex- 
tremely hard, furnishes an inexhaustible mine for the Cotentin 
(Mont-Saint-Michel), Brittany, and the Limousin (Li- 
moges Cathedral). Auvergne has its volcanic stones, both 
basalts and trachytes. 

The main artificial stones are bricks and mortars. Certain 
regions possess neither any quarries nor any bard geological 
strata. This was once the case in Mesopotamia. In France it is 
so in the Flemish region and in Languedoc. This gap is filled 
by the manufacture of artificial stones, whose principal 
variety is brick, or baked day. Gallo-Roman bricks were 
square; as a rule they were made in three sizes, 234^x23^, 
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lyiX lyi, and 8Jx 8J inches, and were about z inches thick; 
but there was no hard and fast rule, and for columns circular 
and quadrant bricks are even to be found. Medieval bricks, 
much larger than the present-day ones, are generally almost 
square, 15x10 inches and 2 inches thick, according to 
Viollet-le-Duc. To-day bricks have fixed proportions; each 
dimension is double the preceding one (as in 2 X 4X 8 inches), 
so that a brick may be laid in any direction. Brick architecture 
has given us such masterpieces as the belfrey of Bergues in the 
north, and the great monuments of the Garonne area such as 
the Jacobin (Dominican) church at Toulouse, and the cathe- 
dral of Albi, The use of artificial stones has been greatly 
developed in our time and they are now made with many 
materials other than clay. 

Mortar is also an artificial material, ordinarily used for bind- 
ing, but sometimes, and nowadays more and more, by itself. 
The elementary type is the mud mortar composed of a soil 
mixed with water, which hardens as it dries. To this chopped 
straw (‘ cob ’) is sometimes added. This was used in the Middle 
Ages, in the absence of brick, in many of the timber-framed 
houses, to fill in the spaces between the posts and the laths. 
Its use continues even to-day in country districts throughout 
certain provinces (e.g. Limousin). Rondelet noticed it in the 
eighteenth century in the Ain, Rhone, and Iserc regions ; else- 
where he declares that in the Ain he restored, in 1764, a 
country-house built with a mud (J>isS) as hard as Saint-Leu 
stone. 

Mortars of lime or cement arc more frequently used. The 
former is a mixture of lime and sand in varying proportions. 
Cement, obtained by Vicat in 1820 by the burning of lime- 
stone in the presence of clay, is a special lime, a composite of 
silica, alumina, and lime, a thin powder which, when mixed 
with sand and water, becomes extremely hard on exposure to 
air. Here again France is highly favoured, with Ac Vassy 
cement, which hardens rapidly, and those of Mantes and the 
Boxilonnais. Concrete is a mixture of sand, cement, and water 
wiA pebbles of variable size, though never larger than an 
egg- 
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? TIMBER 

The main kinds of timber employed for building are oak and 
pine in Paris, and chestnut, elm, beech, ash, and walnut, 
according to local resources. From this point of view, too, 
France is well provided. From antiquity, Gaul was renowned 
for the abundance and quality of her oaks ; the Romans used 
them extensively. The belt of forests which spreads right 
round Paris is no less prominent than that of her quarries ; 
and although the abundance of building materials does not 
account entirely for her development, it has at least assisted it. 
Since the nineteenth century colonial woods, notably okoume, 
have appeared on the home markets ; simultaneously, a modi- 
fication in technique has made it possible to unroll the wood 
along its circumference, rather than sawing it lengthwise; the 
machine operates like a pencil sharpener. In this way ex- 
tremely thin sheets of wood of large surface are obtained, and 
a new process has been evolved : the use of veneers and ply- 
wood. A board may now be made of three or five layers of 
which tlie expanding or contracting movements (in heat or 
damp) neutralize each other. 

Timber is the only material with which an entire house may 
be built - framework (posts and beams), tacmg of the fa9ades 
and inside walls, floors and roofing, doors and windows, and 
even the greater part of the furniture. Yet in France its use is 
declining. In the Merovingian and Carolingian periods it still 
played a considerable role; then, gradually, it was eliminated 
in favour of stone masonry (in particular, the substitution of 
the vault for the wooden ceiling) and confined to the frame- 
work. At the end of the Middle Ages, it was only in domestic 
architecture that it still formed the framework of house- 
facades in certain regions, but even there it has had to give 
way to stone. 

Modern France has perhaps made a mistake. Wooden 
houses are much more common abroad. A third of the popu- 
lation of the United States lives in them and the same is true 
of northern Europe. That is why an effort has been made in 
recent years to bring the attention of French architects back 
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to timber. At the Exhibition of 1937 one of the most interest- 
ing pavilions demonstrated its possibilities, particularly in 
relation to French and colonial varieties. It has many advan- 
tages: it is easily worked; it allows the easy mass-production 
of component parts which lowers the cost considerably; al- 
though of slight density it is highly resistant; finally, because 
of its cellular structure, it is a remarkable insulator. 

It also has its drawbacks ; for instance, there is the risk of 
rotting by fungi. It may be noted that on this point medieval 
technique was far superior to that of the nineteenth century; 
nowadays it is not unusual to see timber work rot within 
thirty years, while there is timber of the fifteenth century still 
perfectly preserved. The danger of fire is much diminished by 
the process of fire-proofing, and American statistics show that 
in a million houses, 75 per cent of which are of timber, the 
proportion of wooden houses burnt is lower than that of 
houses of stone. 

The Middle Ages used mainly oak, which seems to have 
been of a kind different from that of to-day : the trees had very 
straight trunks and the diameter, though not large, remained 
constant from the base to the upper branches. The timber, 
once felled and trimmed, was kept in the timber yard for 
several years. Usually, medieval timber was not of very large 
squaring, which contradicts the modern idea that the thicker 
the timber, the better the resistance. 

5 IRON 

Iron has been used almost always as a binding element in 
masonry (antique temples, the colonnade of the Louvre, 
Saint-Sulpicc, the palace of the Place de la Concorde, the 
Pantheon portico); but it only really became a building 
material with the advent of modern metallurgical methods, 
the burning of iron ore in the presence of coal in blast fur- 
naces. This technique was invented in England in the eigh- 
teenth century. Here France is at a disadvantage because she 
has little coal. Actually, imder the heading Tron’ three mate- 
rials should be distinguished - cast-iron, iron, and steel. 
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Cast-iron is the direct result of the smelting of ore in the 
blast furnace. It is a liquid which solidifies on cooling, and can 
therefore be given the desired form by pouring it into moulds. 
This process was successfully carried out in sand moulds for 
the first time about 1710 by the Englishman, Abraham Darby. 
Its earliest application on a large scale, in 1779, was in the first 
metal bridge to be thrown over the Severn, a single arch with 
a loo-foot span. Cast-iron was then used in Paris for the Pont 
des Arts (1803), the Pont d’Austcrlit2 (1806), and the Halle 
aux Bles (Belanger, 1809) for a large dome with an interior 
diameter of 108 feet. Cast-iron is brittle and reacts badly to 
bending stress, but on the other hand offers good resistance 
to crushing forces. It is therefore used primarily for vertical 
supports, pillars, or columns (Labrouste, Bibliotheque Sainte- 
Genevieve). 

Iron^ ductible and malleable, is obtained by oxidizing white- 
hot cast-iron (puddling). It may be pulled out into wires or 
rolled into sheets, which can then be assembled by rivets and 
bolts. Iron resists simultaneously pressure, bending, and 
stretching. The first French steam-hammer was set up in the 
Creusot factories in 1839. In 1840 there was a strike lasting 
several months in the timber yards. The Creusot establishment 
then began to produce iron girders, and iron framing gradu- 
ally replaced wooden framework. Iron was first used for 
bridges and rail-tracks. In the Bibliotheque Sainte-Genevieve 
Labrouste combined cast-iron supports with iron roofing. 
Then came the great monuments of iron architecture, the 
Crystal Palace in London, the market hails of Paris, the 
Galerie des Machines, the Eiffel Tower, etc. Iron has various 
drawbacks. It expands when hot. It lias to be painted often to 
prevent rust. It is not fire-proof. And thousands of screws, 
bolts, and rivets are necessary to assemble the parts. This, 
however, has been made considerably easier by the present 
use of oxy-acetylcne welding. 

Steel is iron combined with 1 or 2 pet cent of carbon. It is 
harder and more elastic than iron and, what is more, almost 
impervious to rust. The greatest American sky-scraper, the 
Empire State Building (102 floors, 1,248 feet high) has a steel 
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frame. In France, when Otua (Technical Office for the Utiliza- 
tion of Steel) organized a competition in 193 5 for the covering 
of a hall of 29 J acres (the area of the Place de la Concorde) by 
a flat roof without interior supports, it was found that steel 
was the only solution. 

5 REINFORCED CONCRETE 

Reinforced concrete, the most recent architectural material of 
importance, is a combination of concrete and iron. Bars of 
iron of variable thickness, from less than one inch in diameter 
to normal beams and rails, are placed in a wooden mould 
(shuttering). These are kept in place bv transverse tie bars. 
Into this mould is poured liquid concrete, which hardens in 
about three weeks. Reinforced concrete was invented in 1849 
by a French gardener, Joseph Monier, working in the 
Orangerie of Versailles ; he replaced wooden flower-tubs by 
wire tubs coated with cement. In 1867 he applied for patents 
which were sold abroad. The Germans still call this material 
‘Monier concrete’ after him. In 1850, reinforced concrete was 
used for the first time in the building of a block of flats at 
Saint-Denis (3, rue des Poissonniers), by Francois Coignet. 
Since then, the technique has been greatly perfected and 
tested, notably by Hennebique, Cottancin, Freyssinct (pre- 
stressed concrete, etc.). 

The advantages of reinforced concrete are many. It can be 
prepared anywhere, by workmen of a grade relatively easy to 
find. Iron and concrete have the same coefficient of expansion, 
so their cohesion is perfect. Iron enclosed in cement does not 
rust, and cement enclosing iron becomes as flexible as the iron 
itself; that is to say, the whole acquires qualities which 
neither of the constituents possessed. Because of the iron, 
supports may be much narrower than if they were not rein- 
forced. And for the first time in the history of architecture, a 
building can be considered as a single block; any combination 
of masses, any overhanging is possible; the architect is re- 
strained only by fear of absurdity. 

Nor are the drawbacks negligible. The external appearance 
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is frankly ugly, so much so that architects hesitate to leave 
concrete bare and it is generally disguised beneath a facing. 
For wide spans it becomes difficult to set up the shuttering, 
which limits the use of the concrete, and makes iron more 
suitable to this purpose. Above all, concrete cannot be re- 
paired: once cracked it is finished. Moreover, since its use is 
so recent we cannot judge how lasting it is. 


II. Structure 

The two basic problems are those of support and covering. 
Walls, pillars, columns, and posts are supports. The principal 
kinds of covering are ceilings and vaults, supporting roofs and 
flat roofs. 

5 WALLS 

The wall has a double function: it encloses the building and 
at the same time supports the covering. It can be made either 
of a single type of material (stone or brick), or of a combina- 
tion of different materials. 

Let us consider iirst the simplest case, that of a wall made 
exclusively of stone. The stones arc arranged in superimposed 
courses or beds. The points of contact between two stones 
of the same bed are called ‘joints’. The manner in which the 
stones are cut and laid is defined as the ‘stonework’. The word 
may apply in the first place to the size of the stones. ‘Large 
stonework’ is made up of square-hewn stones whose dimen- 
sions vary from 24 to 40 inches. In the Middle Ages it was 
used in the great cathedrals of northern France. In ‘medium- 
sized stonework’, the stones are 10 to 20 inches long by 8 to 
10 inches high; this is more or less the pattern of the stones 
from the quarries of west and south-west France, which were 
1x1x2 feet. This was frequent in the Romanesque period 
because small stones are easier to transport and manipulate 
than big ones. The stones of ‘small stonework’ are not more 
than 4 to 6 inches long. 
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The word stonework may also refer to the way in which the 
stones are laid. The most usual way is ‘ashlar’. In this, the 
horizontal layers are parallel; the vertical joints, on the other 
hand, are unconnected but in line with one another. Ashlar 
is said to be ‘isodome’ when the layers are of the same depth, 
‘pseudisodome’ when they are unequal. In modern and medi- 
eval buildings, the large and medium sized stonework is 
always regular. Small stonework, on the other hand, offers 
several variations of considerable historical importance. It is 
called herringbone masonry {ppus spicatum) when the stones 
of each bed are inclined; in one bed the joints lean to the right ; 
in the bed above or below they lean to the left. This arrange- 
ment is less firm than the usual ashlar work but has the advan- 
tage of giving a certain variety to the appearance of the wall- 
surface. Reticulated stonework {opus reticulatum) is composed 
of cubic stones, laid diamond fashion; it has the appearance 
of a net (rete). 

Finally, the word ‘stonework’ refers to certain peculiarities 
in the way the stone is cut. We speak of ‘grooving’ when there 
are furrows round the joints and beds of the stones. This 
grooving may be applied either to both joints and beds or to 
the beds only (Palace of Versailles, Gabriel wing). A building 
is ‘rock faced’ when the outer surface of the stone is left un- 
dressed: this is ‘rustication’; it is ‘vermiculated’ when the 
surface is grooved with S-shaped furrows. Grooving and 
rustication were much used in classical architecture ; the Pitti 
Palace in Florence set an example which was copied at the 
Luxembourg in Paris and subsequently used very commonly. 
In medieval architecture grooving and rustication did not 
exist, but medieval stones often show the trace of tools and in 
many cases bear the mason’s marks, letters, or signs which arc 
helpful in discovering the building’s history. 

The problem of building a wall consists in ensuring that the 
stones of which it is composed hold firmly together. In 
Greece, the cut of these stones was so perfect that it alone 
would have sufficed to secure the equilibrium of the wall, but 
in spite of this they were also bound by metal or wooden 
cramps. The same method has sometimes been used in the 
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Middle Ages (Saint-Ftont at Perigueux). But the most com- 
mon method of securing this cohesion is the use of mortar. 
The thickness of the layers of mortar can date a building; if 
the layer of mortar is too thick, the weight of the stone 
squeezes it out of the joints; it forms a protruding rim which 
is normally removed, but which was left at certain periods, 
such as the Carolingian and the eleventh century. 

Stability may also be increased by the arrangement of the 
stones in the wall. A frequent arrangement is to put two 
stones breadthwise for one depthwise; the stones projecting 



into the body of the wall, with only their ends visible, are 
called ‘headers’ or ‘parpens’; those showing their larger sides 
are ‘stretchers’ (fig. i). 

In brick walls, the bricks are always bound with mortar. In 
medieval buildings the brick-courses are regular, separated by 
very thick beds of mortar, sometimes of as much as to 2 
inches. Nowadays, as for stone, the brick courses are alter- 
nately laid: one course lengthwise, one breadthwise, 01, in the 
same course, two bricks lengthwise, one behind the other, 
plus one breadthwise. But many combinations are possible. 
If placed at diffetent depths into the wall, the bricks may trace 
motifs in relief (Paris, Institut d’art et d’archeologie). More- 
over, there are many kinds of bricks, both glazed and coloured. 
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The wall may be composed of different materials : stone and 
rubble, stone and brick, wood and masonry, iron and masonry, 
reinforced concrete and masonry. In these combinations the 
first material is the supporting element, the second the filling 
element. 

(a) Stone and rubble. For reasons of economy, mortar has 
served for filling as well as for binding. Formerly, when 
medium-sized stonework was used for thick walls, only the 
surface or dressing was of ashlar; the inside was filled with a 
mortar mixed with pebbles known as rubble. This was the 
Roman method, which was still used in the Middle Ages. 
Cohesion is maintained by headers projecting into the rubble 

(%• 

(b) Stone and brick. The combination of stone and brick, even 
for large buildings, is characteristic of certain periods of 
French architecture. We find it, for example, daring the reign 
of Louis XII, in the facade of the Chateau of Blois; during the 
reigns of Henri IV and Louis XIII in the houses of the Place 
Dauphine and the Place des Vosges in Paris, and in the first 
Chateau of Versailles, the one which Saint-Simon called the 
‘petit chateau tricolore' (stone, brick, and roof of blue slate). 
In such combinations the stone is naturally used for those 
parts wheie the load is greatest, waU-angles and door and 
window frames. The vertical superimposition of stone- 
layers is called chaines (piers), and these are often set with 
alternately long and short stones, in which case they arc 
called harpes. 

(c) Wood and masonry. It is unusual for wood to be used 
alone. In heavily wooded regions (Switzerland, Sweden, parts 
of Russia) it has been possible to make walls with piled tree 
trunks (the Russian isba) ; they are more often made of planks 
or panels assembled within a framework of thicker timber. In 
France, this framework has most frequently been filled in 
with masonry (mortar, plaster, bricks). The components of 
the framework are the vertical ‘uprights', the horizontal 
‘beams' which support the ‘summers' on which in turn rest 
the joists of the floorboards. A closer network may be ob- 
tained by placing smaller vertical ‘scantlings' (small upright 
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and diagonal units) between the uprights and the beams. The 
'braces’ are brackets forming a right angle between the 
stringer beams and the uprights. 

(d) Iron and masonry; reinforced concrete and masonry. Nowadays 
we are accustomed to seeing the skeletons of buildings made 
entirely of vertical and horizontal components of iron or re- 
inforced concrete (pi. 3). As in the case of wood, the gaps can 
be filled in with masonry, so much the lighter since the wall 
here is a screen rather than a support. Sometimes even glass is 
sufficient. 

5 COLUMNS AND PILLARS 

If the wall has only to support and not to enclose, it can be 
replaced by a scries of small supports, columns or pillars, 
joined together only at the top. The saving in material is con- 
siderable. 

The column, of circular section, is the simplest kind of 
support. When in stone it may consist of a single block (mono- 
lith), or of horizontal layers called ‘drums’. There are also 
brick columns. For their construction the Romans used to 
bake quadrant bricks, fonr nf which put together formed a 
layer. The column, the basic element of Greco-Roman and 
classical architecture, is composed of three parts - the base, 
the shaft, and the capital. The shape and decoration of the 
latter, despite the efforts of Colbert to create a specifically 
French order, remained the same in the classical period as they 
had been defined in antiquity: Doric, Ionic, Corinthian, and 
Composite. The simple, isolated support of wood or concrete 
(post) is generally square in section. 

The pillar is a complex support. It may consist of a circular, 
rectangular, or cruciform nucleus, to which are added either 
half-columns (called ‘engaged’ columns) or rectangular half 
pillars (pilasters). The architects of the Middle Ages and 
classical period evolved a large variety of pillars; in theory 
each of the elements of whidri they are formed should have a 
carrying function, that is, it should correspond to an element 
in the covering (fig. z). Pillars are very rarely coursed through- 



TECHNICAL PROBLEMS 


31 




out; the freestone is a facing only, the interior being of rubble. 

To span the gap between two supports, either a stone or 
beam (lintel or architrave) or a series of smaller stones or 
pieces of wood (arch) are thrown. These are the two funda- 
mental types of covering, and the problem is the same when 
the space to be spanned lies between two walls. The problem 
of covering must therefore be considered as a whole. 


III. Covering 

The two types of covering, ceiling and vault, correspond to 
the two methods of spanning an empty space, either in one 
piece or by a composite of smaller units. 

5 THE CEILING 

The architrave is the horizontal beam joining two isolated 
supports, such as two columns of the Parthenon, of the church 
of Madeleine, or of the Odeon theatre. By analogy, to 
cover a room, beams of stone, wood, iron, or reinforced con- 
crete arc thrown from one wall to another. These transverse 
beams arc then linked together at right angles in a similar way 
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by Other, shorter beams (joists) and these joists by planks or 
flooring tiles. Or else they make up a timber framework, 
which remains visible. 

The beam (or architrave) transmits the weight to its sup- 
ports (walls or columns). The latter exert resistance to com- 
pression; this means that they are threatened with crushing 
and have to be sufficiently resistant to support the weight 
imposed upon them. The space which can thus be covered by 
a single span varies according to the materials used. In the 
Parthenon the columns are set 7 feet apart on some facades 
and 8 feet on others; in the Madeleine they are 19 feet apart. 
At Karnak in Egypt there is an architrave 30 feet long, 
weighing 64 tons. The span of timber is much greater. In the 
old basilica of St Peter in Rome, the nave was 75 feet wide, 
spanned by single-shaft beams, though these were fastened 
from the middle to the crest of the roof by king-posts. The 
span of iron (especially of steel, as we have mentioned) or of 
reinforced concrete is even greater. But these have only 
recently come into use. On the other hand, timber produced 
fear of lire and, perhaps even more important, it did not seem 
a sufficiently noble material. So there remained stone, but a 
cathedral even 30 feet wid^ 1*5 still very narrow. Moreover, the 
longer the stone, the heavier it becomes, and the more diffi- 
cult to handle. Therefore, to span a relatively wide space by 
this method the number of supporting points must be in- 
creased, che spaces between them reduced, or rows of pillars 
must be placed inside the building between the two walls. 

? THE VAULT 

The vaulting system aims at spanning large spaces by the use 
of small units, easy to procure, easy to handle, and not difficult 
to put together. This advantage is obtained only with certain 
drawbacks. The essential factor is the transformation of the 
force of gravity (vertical thrust) into lateral or oblique thrust. 

The vault may be defined as a prolonged arch or a succes- 
sion of arches. An arch consists of a series of voussoirs cut in 
such a way that their joints converge (fig, 3). The lower facet 
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Figiife 3. The principle of the vault 

of the voussoir, CD, is narrower than its upper one, AB; 
naturally subject to the force of gravity and pressing down- 
wards, it can only make way for itself by pushing the neigh- 
bouring stones aside, that is, to the right and left. 

The arch of a vault may be designed in many ways. The 
circular arch is self-defined; a vault consisting of a succession 
of semicircular arches is called a ‘barrel vault\ An arch is 
‘horseshoe’ when its curve is more than a semicircle; it is 
‘depressed’ or ‘segmental’ when it is less than a semicircle. 
The ‘pointed arch’ is formed by two halves of a circular arch 
joined together after the keystone, which exerts the greatest 
pressure, has been removed; the vault consisting of a series of 
pointed arches is called a ‘pointed barrel’ vault. One can also, 
l^y cutting through the upper and lower parts of an arch of 
|%ery large radius by two horizontal, parallel lines, give it the 
appearance of an architrave or lintel; this is the ‘flat arch’. 
On the other hand, one can pile stones together, so that they 
overlap each other; these stones, subject only to the force of 
gravity, are cut at their lower edges to give them the appear- 
ance of an arch (corbelled or cantilevered arch); these are false 
arches and architraves (fig. 4). 

The ‘dome* is a vault of hemispherical shape. Concentric 
rings are placed one over the other in such a way that the 
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joints of the stones converge in the centre of the sphere. To 
ensure equilibrium the ring must be closed at the top. The 
dome, with its circular base, is naturally suitable for circular 
buildings. In square buildings the problem is to pass from the 
square to the circle. This can be solved by two methods - by 
‘squinches’ (arches thrown crosswise over the corners, each 
one supporting a small wall, so that the square becomes an 
octagon) or by *pendentives’ (concave triangles thrown point 
downwards into the corners, their upper sides meeting to 
form a circle, each triangle covering a quarter). Thus we have 
two species of domes - ‘domes on squinches’ and ‘domes on 
pendentives’ (fig. 5). 



Figure 5. LjtJt: Dome on squinches. Kight: Dome on pendentives 
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Arches, or at least true arches, present a very difficult prob- 
lem for the architect - that of resistance to lateral thrusts. All 
the efforts of their science, particularly in the Middle Ages, 
were concentrated on finding a remedy to counteract these 
thrusts. 

The simplest solution consists in setting the vault on to very 
thick walls, pierced with as few openings as possible, so that 
the very mass of their masonry exerts resistance against the 
oblique thrusts of the vault. This is what the first Romanesque 
architects did. The process is costly, for masonry is paid for 
by cubic measure, and it results in badly-lit buildings. There- 
fore other solutions were quickly sought for. 

(a) Ic seemed that a good step forward would be made if 
the thrust of the vault, borne equally along the whole length 
of the walls, could be localized at certain points. This gave 
rise, at first, to the invention of the transverse arch or doubleau. 
This is the name given to arches built below the vault, per- 
pendicular to its axis, to reinforce it. The inventors of this 
system argued that these arches supported the vault and bore 
the greater part of the thrust, and it was therefore sufficient to 
reinforce the walls at the points corresponding to the arches. 
These supports were the ‘buttresses’. It is possible that the 
Romanesque architects were mistaken, and that the ribbing 
system gave no support at all, that it even tended to exert 
forces on its own account and to detach itself from the fabric; 
but at least the intention of those who used it is perfectly 
clear (fig. 6 and pi. 5 b). 

(b) A better solution was found in the ‘groined vault’. This 
is the name given to the intersection of two barrel vaults 
whose summits are in the same plane and which project down- 
ward salient ridges called groins (pi. 6a). The advantage is 
obvious - the thrust is localized at the four points where the 
groins end and it becomes possible to hollow out the masonry 
in the intervening space. Unfortunately the groined vault is 
difficult to build. The groin voussoirs are of an awkward cut, 
as each voussoir is formed of two facets with different curva- 
tures, and the meeting of the four groins in the centre of the 
vault presents a new problem - the complex shape of their 
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common keystone. This is why the groined vault, perfectly" 
well known to the Romans (e.g. the Basilica of Constantine, 
the great halls of the Thermae of Diocletian), made only a 
relatively short appeaiance in Romanesque art. 

(c) Then the ‘rib-vault^ was tried. ‘The rib is to the groined 
vault as the transverse arch is to the barrel vault.’ (Lasteyrie.) 
In the same way that transverse ribs are arches thrown perpen- 
dicular to the vault, these cross-ribs are arches intersecting 
crosswise, and meeting diagonally below the groins of the 
vault. Combined with two transverse ribs before and behind, 
with two other arches known as wall arches {formerets) to 
right and left, they form a closed, inviolable system (fig. 6). In 



Transversk* Arches Groined Vault Pjb Vault 

Figure 6. Types of vaulting 

practice this process may be applied in many ways. It may be 
the crossing of only four ribs (quadripartite vault); or of six 
(sexpartite vault, with a supplementary rib in the middle); or 
of eight (octopartite vault); or even more (ridge ribs (Jiernes), 
intermediary ribs (tiercerons\ star vaults). The principle is 
alwavs the same - the intersection of arches keyed under the 
vault which is to be supported (fig. 7). 



QuadripartMC 
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The idea of those who used it was that the cross-rib, like the 
transverse rib but more precisely, should distinguish the sup- 
porting from the supported agent. With the thrust completely 
localized, it was sufficient to build the wall only at the abut- 
ment of arches. All the rest could be left open, that is to say 
filled in by huge glass screens. Furthermore, the vault itself, 
apart from the ribs, could be made of light materials stretched 
over the ribs like a drum skin on a wooden frame. In other 
words, the cross-rib was a self-sufficient framework, inde- 
pendent of its covering, comparable to the metal or rein- 
forced concrete skeletons of modern buildings. This at least 
IS the interpretation given by VioUet-le-Duc. If it is exaggera- 
ted, if it has proved wrong on certain points, it is none the 
less true that, in practice. Gothic architects succeeded in 
erecting buildings made of as little material as possible, virtu- 
ally glass cages, and that, in its anatomy, the Sainte-Chapelle is 
a building of the same quality as the church at Le Rainey (pi. 4). 

Another problem is that of the origin of the rib-vault. In 
contradiction to what has long been held, this perfect method 
was not the discovery of French architects in the first quarter 
of the twelfth century. For many years and in many countries 
architects had thought, if not of localizing the thrusts, at least 
of easing the burden of a vault by arches intersecting below it. 
From the seventh century, ribs were found under several 
Georgian (Caucasus) domes, but their function is purely 
decorative; they are supported by the vault, but do not give 
it support. In the ninth and tenth centuries the ribbed 
Hispano-Moresque domes made their appearance, notably in 
the mosque of Kairouan, in that of Tunis, and in Europe, at 
Cordova. Generally they are of very small dimensions (lo to 
1 5 feet in diameter) and, here again, it is not certain that the 
ribbing is more than an ornament attached to the lower part 
of the cupola. But they may have suggested a better idea; at 
any rate they were imitated in France, near the Spanish fron- 
tier, in the church of Sainte-Croix at Oloron and the Hopital- 
Saint-Blaise. Another province of Mohammedanism, Persia, 
displays similar ribbing in the Jouma mosque at Ispahan 
(date disputed). 
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On the other hand, proper supporting arches existed in 
Armenia at the same time. At Ani, the Shepherd’s Chapel 
(second half of the tenth century) is a small circular building 
the upper storey of which is vaulted with a dome resting on 
six arches radiating from a central key-stone. Again, at Ani, in 
the porch of the church of the Holy Apostles (mid eleventh 
century), two bays are each covered with a vault resting on 
two diagonally intersecting arches. Other Armenian buildings 
are of similar structure (Horomos Vank; Aradesh), either of 
the same period or later, but based on an older prototype. 
All these arches are of square or rectangular cross-section, 
very strong and often of considerable span, and therefore 
absolutely different from the Arabic ribbing. In Christian 
Europe itself the oldest example of rib-vaulting appeared in 
the eleventh century in Lombardy, perhaps as early as the 
middle of the century if the springers of Sannazzaro Sesia 
belong to the original construction (1040-60); certainly at the 
end of it, at San Nazzaro, Milan (1075) or at San Giacomo at 
Corneto (1095). At nearly the same time, between 1060 and 
1075, over the ground-floor room of the north bell-tower of 
Bayeux cathedral a vault with a strong convex curve is rein- 
forced by arches intersecting crosswise, presenting the same 
rectangular section as the Armenian rib-vaults and springing 
not from the corners, but from the middle of the sides as at 
Horomos Vank. This connexion seems beyond doubt. Section 
and arrangement are similar at Loches, in the bell-tower of the 
church of Saint-Ours (late eleventh century), at Cormery 
(Loir-et-Cher, same date). In the church of Sainte-Croix at 
Quimperl^ begun in 1083 - a building of markedly oriental 
plan in which the four arms of the cross radiate from a circular 
rotunda - two very flat arches intersect under the dome. 
Nothing came of all these attempts. To succeed, the ribbing 
had to be applied neither to a dome, nor to the room of a bell 
tower, but to the bay of a church. This was attempted in 
England at Durham Cathedral, begun in 1095. Thus, if it is 
held that the Gochic style is characterized solely by the use 
of ribbed vaults, this cathedral would have to be called the 
first Gothic structure. 
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5 ROOFING 

Neither the vault nor the ceiling would be sufficient to protect 
a building from the weather. They themselves need to be pro- 
tected, and this is the function of the roof, which may be 
either of tiles or slates attached to a wooden framework 
(pitched roof) or of horizontal masonry in the form of a 
terrace (flat roof). These two roofing methods make buildings 
look quite diflferent. Moreover, until the twentieth century, 
they depended on geographical factors and the demands of 
the climate, rather than on aesthetic choice. The pitched roof 
is appropriate to northern countries ; its slope prevents snow 
from accumulating. The Mediterranean region is character- 
ized by the terraced roof. 



A roof framework is a series of ‘trusses' in metal or wood. 
A truss is a rigid construction in the shape of an isosceles tri- 
angle. The base of the triangle BC is the ‘tie-beam' ; the sides 
AB, AC are the principal rafters; the height AD is the ‘king- 
post’. The rafters, which might tend to flatten out and be 
forced apart, are kept in place by the tie-beam and king-post. 
In order to make the triangle fit the vault more snugly, the 
tie-beam can be set as much as half-way up the lateral sides; 
in this case, the structure is like the letter A. This system 
is known as the ‘collar-roof (fig. 8). The trusses are joined 
together by a horizontal ridge piece, on which are laid the 
lighter pieces (rafters and planks) on to which the slates or 
tiles are fixed. The sloping roof may be straight or broken 
(curb-roof or ‘Mansard’). The appearance of the roof depends 
to a great extent on the quality of the tiles; those produced 
nowadays «»re a glaring red and do not weathet like those of 
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earlier periods. In place of tiles or slates, sheets of metal (lead 
on certain cathedrfjls) or slabs of stone, have also been used. 
It must also be remembered that many great buildings have 
neither vault nor ceiling, and all the framework of their roofs 
is exposed on the inside. 

The terraced roof was practically unknown to French archi- 
tecture until the sixteenth century, when, as we shall see, it 
was introduced together with other imitations of Italian 
buildings. Apart from the difficulty of making it water-tight, 
its use is highly unsuitable in combination with the chimney- 
stacks indispensable in a cold country. The unhappy result is 
demonstrated in the Place de la Concorde. Nowadays, with 
the advent of reinforced concrete and its influence on masonry, 
flat roofs are used much more; regional differences in architec- 
ture tend to be eliminated and the same kind of roof may be 
seen in Oslo and Algiers. 



CHAPTER TWO 


AESTHETIC PROBLEMS 


Whatever the technical methods used for carrying out a 
building programme, it is rare for architects worthy of the 
name to be content with satisfying material needs. One of the 
great masters of the fifteenth century, Alberti, author of one 
of the first modern treatises on architecture, says that an archi- 
tectural v/ork must have a double aim - commodltas and 
vohtpfar, comModitaSy the precise adaptation to an end, what we 
should call functionalism; voluptas^ the pleasure of the eye and 
mind, which would be art for art’s sake if building were not 
intrinsically a useful craft. It is the voluptas added to the com- 
tnoditas which distinguishes an architect from an engineer. 
Compare, writes Perret,* Chartres cathedral with the hangars 
of Orly, which are the work of a very great engineer but not 
of an architect. ‘On seeing these hangars in the distance, one 
wonders what those two half buried pipes can be. On seeing 
the cathedral of Chartres from the same distance, one wonders 
what this great building is. And yet one could easily put 
Reims, Paris, and Chartres in a single hangar at Orly and 
within its area that of five cathedrals.’ 

In what, then, does architectural voluptas consist? For 
Alberti all beauty comes from harmonious proportions which 
are, in the last analysis, mathematical. Architecture, especi- 
ally, is nothing but a series of mathematical proportions. The 
same holds for music. The architect must ‘search for propor- 
tions which remain harmonious in music, and avoid on the 
other hand those which would grate on the ear as dissonant’. 
The difference between the hangars of Orly and the cathedral 
of Chartres, continues Perret, ‘is that the Orly hangars as an 
architectural work lack Scale, Proportion, Harmony, Human- 
ity.’ And finally, let us quote a contemporary who is often 
considered the most utilitarian and strictly functionalist of 
*Kevm d^art tt d'estbitique. No. i, 1935. 
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men, Le Corbusier. ‘Beauty? Proportion, that nothing which is 
everything and gives life to all. . . . We must enlighten people’s 
minds on the radiant forces of divine proportion. I consider 
that no one has the right to become an architect unless he feels 
that grace is bestowed on him.’* 

So everyone is in agreement as to the aim - to create an 
architectural beauty which is not simply utilitarian - as they 
are about the means; and here the same words always come 
up again - ratios, proportions. 

But there are ratios - as there are chords in music - which 
are harmonious and others which are not. There are propor- 
tions which are good and others which are bad. How is one 
to choose ? Here architects become much more reserved and 
willingly make way for critics and commentators. These do 
not fail to discover intentions in their works, which are 
possible or even probable, but are often unconscious or have 
never been confirmed by the architect in words. Let us then 
limit ourselves to indicating, in a purely historical spirit, the 
principal attempts made to discover this beauty. They are of 
several kinds. 


Mathematicai Beauty 

First to be examined are those attempts based on the idea that 
beauty is something absolute with an independent existence, 
coming from the application of certain geometrical formulae 
or the observance of certain mathematical ratios. It is a method 
submitting to authority, and leading to the formulation of 
rules, the observance of which is the guarantee of success. 
Critics often confuse the different concepts of ratio and pro- 
portion, which are carefully distinguished by mathematicians. 

(a) Scale is important, said Ferret. Scale is a ratio, the rela- 
tion between two magnitudes. The standard of comparison is 
often the normal height of a man; but it can also be another 
part of the building or the building as a whole, or the back- 
ground against which it is set. For example, when we say that 
*Qnand les catUdraks Haient blanches, Paris, 1937, p. 302. 
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the portal of a Gothic cathedral is on a human scale, we mean 
that it takes man for its measure, that it is calculated to allow 
the passage of a man through it. In 1771 the canons of Notre- 
Dame in Paris had the lintel of the centre portal destroyed 
because it hindered the passage of the canopy under which the 
archbishop went when processions came out of the church, 
The gates of the Louvre, in contrast, are 32 feet high; their 
dimensions are no longer calculated in relation to those who 
pass through, but in relation to the building as a whole; tall 
portals and large buildings go together. The same principle 
was applied to Greek temples. The houses of the Place 
Vendome in Paris were made to frame a statue of Louis XIV. 
They are 64 feet high and the statue was 5 6 feet high with its 
pedestal. This ratio was upset when the 147-foot Vendome 
column was substituted for the statue. The content became 
higher than the container. We say that the column is no longer 
in scale with the square ; and in this case, in contrast to the two 
previous examples, it cannot be compared to anything, it is 
out of scale and cannot be justified. It is out of harmony, 

(b) Tbe module. The module is a unit chosen as the measure 
of all or part of an architectural composition. Generally it is 
an element in the composition itself, for example the diameter 
of the column in a colonnade. The necessity of deciding on a 
module has been stressed by Vitruvius and all architec- 
tural treatises since the Renaissance. Actually, they have ex- 
amined hardly anything but the proportions of the column. 
The requirement of a module would in itself be commonplace 
enough - some may calculate in diameters of columns as 
others calculate in heads for a statue, or in feet or metres for a 
building. But this doctrine goes further. It fixes the number of 
modules to be given to the various elements of the order to 
obtain a satisfactory effect. Plerc the figures given by Vignola 
have most often laid down the law. The height of the column 
must be seven times its diameter in the Tuscan order, eight 
times in the Doric order, nine times in the Ionic order, and 
ten times in the Corinthian order. The relation between the 
parts of the order must also be fixed. For an order with pedes- 
tal, the total height is divided into nineteen parts, four of 
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which are given to the pedestal, twelve to the column, and 
three to the entablature; for an order without pedestal, four 
parts arc given to the column and one to the entablature. In- 
dications of this kind, which at the time constituted imperative 
rules, abound in the treatises of the seventeenth and eighteenth 
centuries. The entablature must be one quarter the height 
of the column; the diameter of the Doric column must be one 
eighth of its height, and so on. 

(c) Geo fNetrical figures. The perfection of certain geometrical 
figures has led architects to follow them in their designs. 
Viollct-lc-Duc* holds that Romanesque and Gothic architects 
based their churches on geometrical patterns. Good propor- 
tion, he says, is that which expresses the idea of stability; the 
triangle, being the most stable figure, is therefore the most 
satisfactory, and tlie great cathedrals are systems of related 
triangles. The Middle Ages appear to have preferred three 
kinds of triangle : the right-angled isosceles triangle in which 
the angles at the base are 45°; the Egyptian isosceles triangle 
in which the proportion of the base to the height is four to 
two-and a-half, the angles at the base being 52"^; and the equi- 
lateral triangle, the highest pitched of the three, which has 
angles ot 60"" at tJic base. 

Analysing Saint-Scrnin at iouiouse, Viollet-le-Duc showed 
that all its dimensions are based on a system of equilateral and 
right-angled isosceles triangles. The apex of the great nave is 
that of an equilateral triangle having the width of the church 
for its base. The apex of a right-angled isosceles triangle con- 
structed on the same base corresponds to the level of the 
capitals of the galleries. The cathedrals of Amiens and Paris, 
he considered, were planned with the aid of Egyptian and 
equilateral triangles (IX'' Enfretien sier l\irchi lecture). The right- 
angled isosceles triangle, the flattest of the three, was elimina- 
ted in the Gothic period, which strove upwards, with the 
exception of Bourges cathedral which is still half-Romanesque 
in spirit. 

Are these rcinarks the result of Viollet-le-Duc’s imagina- 
tion, or are they based on historical fact ? The regulations out- 
*DulJonnairc Architecture franfaise^ article on ‘Proportion*. 
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Ikied in the notebooks of Villard dc Honnecourt ~ the only 
document we possess, besides the works themselves, dealing 
with the practice of the architect’s profession in the Middle 
Ages - do indeed seem to indicate that the theories of Viollet- 
le-Duc contain at least a semblance of truth. Philibert Delorme, 
Mansart, Fran9ois Blondel, also used geometrical patterns. 
The dome of the Invalides was planned on a system of tri- 
angles. Francois Blonde), in his Tra/fe architecture (1675), 
himself points out the combination of circles which he used for 
the Porte Saint-Denis in Paris; they are, as a matter of fact, 
simple enough - the building, square in outline, is inscribed 
in a circle, the centre of which is also the centre of the circle of 
the great archway of the gate; the height of the archway is 
equal to twice the diameter of tliis small circle, etc. 

(d) 'Proportion and the ^golden section . If one wishes to deter- 
mine the height of a building in relation to its breadth and 
length, one has to combine their proportions. Many combina- 
tions are possible, and mathematicians as early as classical 
antiquity, notably Pythagoras and his followers, discussed 
this subject widely. Since the treatise of the Bolognese monk 
Fra Luca Pacioli di Borgo, De divina proportione (Venice, 1509), 
theorists have been occupied chiefly with the proportion 
described as 'divine’, which concerns only two lengths, a and 
b, the elements of the second ratio being one length of tlie 
first ratio and the sum of its two lengths: Numerically 

it may be expressed thus : Graphically, it is expressed 

by a line so divided that the smaller part is to the larger as 
the larger is to the whole, or it corresponds to a rectangle of 
which one side is to the other as o*6i8 is to i (or as i is to 
I -6 1 8). This is known as the 'golden section’. It is possible that 
certain architects may have used it to establish their schemes 
of proportion; the formula seems really rather to have been 
employed by painters : it presupposes an almost abstract inde- 
pendence as far as the dimensions of the site arc concerned, 
which architects in practice do not enjoy. 

The French classical treatises, particularly that of Fran9ois 
Blondel, generally consider the height to be given to a build- 
ing in relation to the area it covers. They follow the three 
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systems of proportions already indicated by Alberti - the 
arithmetic mean (the intermediary term is half the sum of the 
other two, e.g. 2, 3,4); the geometric mean (the intermediary 
term is the square root of the product of the two others - 4, 
6, 9); and the harmonic mean (the intermediary term is ob- 
tained by dividing twice the product of the two others by 
their sum - 5, 4, 6). Generally the length is the largest dimen- 
sion, the breadth the smallest, and the height the medium 
one. But of these three systems, which should one choose ? 
Frangois Blondel did not commit himself. 

Wc can at least believe that beauty is dependent on certain 
mathematical proportions. ‘Beauty,’ says Blondel, ‘is born 
from dimension and proportion ; far from being dependent on 
material or delicacy of treatment and execution, it bursts forth 
and makes itself felt even in impurity, so to speak, and amid 
the confusion of the material itself and the woik of the 
building.’* 

(e) Th optical scale and the best angle of vision. We can express 
in figures the distance - relative to the height ~ from which a 
monument should be seen; this will be the number of degrees 
in the angle from which it is perceived. It may be that the 
aesthetic superiority of certain proportions can ultimately be 
explained by physiological factors. Tne problem is too com- 
plicated and too specialized to be dealt with here. As for the 
angle of vision, it is certain that the human eye is made in such 
a way that it can only see a building well at a distance of three 
times the height of the building, that is to say, at an angle of 
I S'". If the distance is greater, the building giadually loses its 
individuality, its outline becomes confused with tlic neigh- 
bouring ones. And if the distance is less, say twice the height 
(an ar.glc of 27°), one can still see the whole, but notliing of its 
character, and the monument no longer appears in its setting. 
At a distance equal to its height (angle of 45°) one sees only 
details. Alberti held that the ideal breadth of a square should 
be three to six limes the height of the surrounding buildings, 
so that from its ccniic there would be at the most a proportion 
of one to three, that is, an angle of vision of 18°. In the seven- 
*Cours d* architecture^ p. 774. 
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tcenth century Jules Hardouin-Mansart, in the plan and eleva- 
tion of his great royal squares, guessed and instinctively 
applied this rule, later established by physiologists. 


Symmetry and Harmony 

Another element of beauty - probably also coming from an 
unconscious obedience to mathematical or physiological laws 
“ consists in the observance of certain rules of symmetry and 
order. This can be checked by examining the building from 
several points of view, and we shall see that in this respect the 
medieval and classical ages did not always react in the same 
way. 

5 J. THE PLAN 

The analysis of a plan not only gives a rough estimate of its 
date, but sometimes indicates an author’s nationality - a 
Frenchman does not create in the same way as either a German 
or an Italian. 

It is rare for a medieval building to follow rigorously the 
law of symmetry. Yet it may be argued that the right and left 
halves of a church are alike. Not always. In the first place, the 
axis is frequently not even rectilinear. Deviations are so fre- 
quent that some writers have tried to maintain that they are 
systematic and symbolic, and see in them a reference to the 
dying Christ whose head leans to one side on the cross. To-day 
this idea seems to have been abandoned and we are forced to 
admit that in the course of the various stages of construction 
the master builders simply neglected to continue to follow the 
original axis. 

What is more, even in a church with a true axis, it is not 
unusual to see chapels and sacristies added on right and left 
and the growth of subsidiary buildings in no way correspond- 
ing to the elements on the other side of the axis. In the 
cathedral of Chartres, the thirteenth-century sacristy is asym- 
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metrical; the chapel of Saint-Piat, added at the back in the 
fourteenth century, is not even a direct extension of the rest. 
At Paris, the two lateral facades of the cathedral are not alike 
and do not have the same number of porches. It is the same at 
Reims. The church, again, most often formed part of a whole: 
it was surrounded or flanked cither by the cemetery, by 
abbatial or canonical buildings, or by an episcopal palace, 
schools, or other buildings, each of them planned with regard 
to its own special relation to the church, without any respect 
for symmetry. 

The same holds for dwellings. The cloister plan is the most 
geometric of medieval plans, but the buildings surrounding 
it present no kind of symmetry in relation to each other, not 
even in the ground-plan, and even less in their mass. They 
project in all directions, sometimes parallel and sometimes 
perpendicular to the galleries. This is even more true of the 
inner court of a castle or a house, which does not always pro- 
vide a regular setting, where the buildings are simply juxta- 
posed and not grouped according to an abstract order. A 
medieval building is like an old family house, to which each 
generatit»n has added a room, perhaps a whole wing, accord- 
ing to its owners’ needs. The only definite rule is necessity, 
that is to say the demands of everyday life. It is ail as if 
medieval architects held variety and irregularity to be the very 
expression of life. 

It is quite a problem to establish at exactly what date a strict 
symmetry was imposed on plans in France. We do not find it 
at cither Amboise, Blois, or Gailion, but we do at Chambord 
(i 5 26). Possibly it appeared at the end of the fifteenth century 
at the Cliateau du Verger in Anjou; there the rectangular 
great court is surrounded on three sides by the wings. 

Once symmetry had been achieved for a simple building 
like a house or a palace, from the mid sixteenth century on- 
wards architects devised great undertakings in which the 
elements were exactly ordered and balanced around multiple 
axes reminiscent of the vast Roman complexes, the Thermae of 
Diocletian or of Caracalla. Such is the Tuileries planned by 
Philibert Delorme; such is the chateau of Charleval, on an 
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even greater scale, conceived by Du Cerceau for Charles IX. 
At that time Italy could boast of only one experiment of the 
same order, Bramante’s Vatican, which is a rearrangement. 
But in Spain we must not forget Herrera’s Escorial, which 
really constitutes the first grand architectural composition 
realised in Europe. 

In the seventeenth and eighteenth centuries, intention and 
design materialized - Versailles, Marly, the Invalides, the 
ficole Militaire were built. Here we must take into account 
two influences : the arts of garden planning and town planning. 
At Versailles gardens and town, both designed by Le Notre, 
preceded and inspired the great chateau of Lc Van and Jules 
Hardouin-Mansart. 

For those who cannot build towns or palaces or lay out 
gardciis, there is always paper. The competitions for the Prix 
de Kom have enabled generations of architects to express their 
need for symmetry and their dreams of grandeur. ‘It would 
be possible,’ L. Hautecceur once said, ‘to write a history of 
architectural composition in the nineteenth century based on 
the PHx de Rome. We may question certain results of these 
exercises; one of them v e cannot deny: no school knows Iiow 
to draw up a plan like the French school.’ 


5 II. THE FAgADE 

A facade may, like a plan, be considered merely as a play of 
lines, rising vertically instead of being read horizontally. But 
up to what point has one the right to separate its appearance 
from the building itself, and to submit it to a universal rule of 
symmetry ? Should not the fagade limit itself to the expression 
of a given internal arrangement, as a quotient expresses the 
result of a division ? It is the old controversy of the relation of 
form and content. Those who believe that they are inseparable 
say that only in this way is architecture sincere and logical, 
leaving one to suppose that it is false and illogical otherwise. 
In this context Viollet-le-Duc praised the truth and logic of 
the Middle Ages and opposed to them the insincerity of later 
centuries. 
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It is true that in the £a9ade of a Gothic house the distribu- 
tion of the openings, for example, is made not according to 
symmetry but according to actual needs; here a small window, 
there a large one, at one point a single opening, at another 
several grouped together. On the contrary, in a seventeenth- 
century fagade, such as that of the Chateau of Maisons by 
Fran9ois Mansart, the harmoniously distributed windows 
have no connexion with the interior. We even find Hardouin- 
Mansart, in the Place des Victoires, putting up a fa9ade in 
space, a wall with nothing behind it. The architect Daviler, in 
his Trai^^ architecture, one of the most famous of the late 
seventeenth century, laid down the principle that ‘the beauty 
of a building comes before domestic economy, and therefore 
the organization of space must follow the rules of fine decora- 
tion rather than the practical needs of the family’. 

But did the Middle Ages never do the same ? To pass judge- 
ment here we must examine what is certainly architects’ and 
not masons’ work, that is the churches, above all the large 
ones. We find in them many inconsistencies in the arrange- 
ment of the openings. The cathedral of Paris has a nave and 
four aisles, and three porches; but in the cathedral of Reims, 
which is divided into a nave and two aisles, the two buttresses 
at the end of the facade are capped with gables and decorated 
like the three porches, giving the impression that there are 
really five. 

In fact, the arrangement of openings is not the only element 
brought into play. There are Romanesque and Gothic 
churches in which false gables rise into space from the centre 
of the fa9adc, walls behind which there is nothing at all - as 
in S. Michele at Lucca, at Tarragona, and even in France, at 
Saint -Pere-sous - Vezelay. And the convex gable of the great 
church of Vezelay itself can hardly pass as part of the main 
block of the wall. 

VioUet-le-Duc maintained that all Gothic architecture was 
no more than a series of theorems rigorously deduced one 
from the other, starting from the rib-vault. More recent his- 
torians have shown that this was not the case at all and that 
the Gothic style, like the classical style, was only the expres- 
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sion of an aesthetic idea; that one cannot speak of deduction, 
since from common premises artists have drawn an infinity of 
conclusions, each according to his temperament. To invoke 
truth or falsehood in this matter, to regard a style of architec- 
ture which does not relate the exterior of a building to the 
interior as like a man who does not practise what he preaches, 
is to make a principle out of a metaphor; a bad method, if one 
judges from its deplorable results in many fields. 

All architecture worthy of the name therefore consists of 
more than answering a physical need; it is a spiritual as much 
as a material work. Since religious architecture may seem to 
be dominated by universal laws and the domestic architecture 
of the Aliddlc Ages is relatively little known, it is sixteenth- to 
cighcecnth-ccntury domestic architecture which best lends 
itself I o analysis of its individual spiritual qualities. 

Clarity - the careful marking out of the divisions of the 
fagade, both horizontally and vertically. The horizontal lines 
are often stressed by string-courses (the Louvre of Lescot, the 
Hotel d^Assezat at Toulouse). Sometimes the divisions are 
expressed by a difference of material, the opposition between 
coarse stonework and a delicately worked stone (colonnade 
of the Louvre). The vertical lines are emphasized by the regu- 
lar supeiimposition of the openings on all floors, or some- 
times by the insertion between the openings of columns or 
pilasters (antique orders). 

Balance - the gradation as one proceeds upwards, from the 
heavy to the light, from the solid to the delicate. It is for this 
reason that rustication is reserved for the basement. Its func- 
tion as a support may be further stressed by restricting the 
openings, though this is a practice more Italian than French 
(Bernini’s project for the Louvre). In France arcading was 
preferred, either blind or open, clearly suggesting the ground 
floor level. 

Hierarchy and symmetry - an emphasis on the centre of the 
composition in both elevation and ground-plan. In the 
ground-plan this is marked by a projection, or salient; in 
the elevation it is marked by an increased height - a triangular 
or curved pediment or a dome. To harmonize with this the 
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extremities are treated in a similar way, alsQ projecting and 
accentuated. Satisfactory, though never conclusive, formulas 
to cover all these demands were only found after many at- 
tempts. 

Proportions - the importance given to each element, horizon- 
tal or vertical, varies with the personal feeling of the architect. 
Francois Mansart liked divisions into three equal parts; a 
third for the ground floor, a third for the main storey, and a 
third for the great pitched roof, pierced with dormer windows. 
A little later came the custom, imported from Italy, of giving 
more space to the first or ‘noble’ floor, the piano nobile of the 
Italians, the hel itage of the French. One can follow these 
variations easily, for example in the fa9ades of the big royal 
squares of Paris: the Place Dauphinc (about 1606) has a rusti- 
cated basement with round-headed arches, two storeys of 
equal height, and a great roof with dormers. Shortly after, in 
the Place des Vosges, the equal proportion of the two storeys 
was already broken. The Place des Victoircs (Hardouin- 
Mansart, 1686) has a rusticated basement with very tall, round- 
headed arches, two very unequal storeys, and Mansard roof; 
the proportions of the four storeys (including the ground 
floor) art 3,2, i, t ; and yet there is a great bare space between 
the second floor and the dormer windows. In the Place Ven- 
dome, the blind arcades of the basement and the roof with its 
dormer windows are of the same size, one unit; the two other 
storeys are very unequal {piano nobile and attic) in the propor- 
tion 1*8 to the unit of basement or xoof. In the Place de la 
Concorde the ground floor is no more than a pedeslal for the 
colonnade, behind which the two storeys merge, while the 
roof has disappeared, giving place to a terrace; but the equiva- 
lent of the dormer window^s is still at least indicated by an 
entablature of considerable height. A similar analysis could be 
made of the royal palaces (Versailles, the Louvre), the houses 
of the nobility, the episcopal palaces, the Government build- 
ings, tlie town halL, the convents, so many large facades 
which represent the perfection of French secular art. Wc can 
see architects deciding on the division into three storeys or, 
better, into three parts - basement, ‘living’ storey (doubled in 
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the royal squares), roof with dormer windows. The variety 
with which these three themes are treated shows the pro- 
digious invention of an art often wrongly considered as bound 
to a few generalized formulas. 

The stressing of the centre and extremities of the fagade can 
be solved in as many different ways. In Lescot’s Louvre, centre 
and extremities are clearly stressed by their curved pediments, 
but all three are of the same height and what is more are all 
placed below the main roof-line. In the Hotel Lamoignon 
(Paris, about 1580), the central pediment is much lower than 
the pediments of the wings; but it is triangular, while the 
others arc curvilinear. At Maisons, Francois Mansart clearly 
emphasized the supremacy of the centre, but the pediment 
scill stands out against the roof, which is, moreover, raised at 
this point. At Vaux-le-Vicomtc (Le Van, 1661), only the 
centre is given a pediment, but the accent is strengthened still 
more by a large dome. On the colonnade of the Louvre there 
is a single pediment in the centre rising openly above the 
great horizontal line of the terrace. At Versailles (garden 
facade) there is no pediment, the supremacy of the centre is 
stressed by a group of six columns forming a projection, while 
the secondary motifs, placed a little in front of the ends, have 
only four columns. In the ficolc Mililaire (Gabriel, 1752), a 
colonnaded projection, a pediment, and a four-sided dome 
simultaneously mark die centre of the composition. We men- 
tion here only monuments of the first rank, but in the pro- 
vinces of France there are countless modest eightccnth-ccntury 
chateaux to which a small pediment, even without antique 
orders, straight away lends an air of elegance and nobility. 

Moreover, we find the same desire for clarity and balance in 
the French ecclesiastical buildings of medieval or modern 
times, which often distinguishes them from the churches of 
other countries. In the fa9ade of the cathedral of Paris (Notre- 
Damc) the vertical and horizontal divisions are as solidly 
stressed as in any composition of the classical period. We are 
reminded of a tragedy by Racine. No one would dream of 
making the same comparison before the Milan cathedral or 
St Peter’s at Rome. Certainly one may prefer them to the 
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Parisian cathedral, but for quite other reasons, for they arc 
neither so easily read at a glance nor so well proportioned and 
at the same time so well ordered. On the other hand, one 
immediately recognizes the work of a French architect abroad, 
even in a simple barracks like that built by Jardin at Copen- 
hagen, not far from the Rosenborg palace. 

5 III. VOLUME 

Finally, a building is composed not merely of lines but of 
volumes. A full-scale model must be made from the plan. A 
building is not just a fa9ade, but three-dimensional. And it 
must do more than remain erect, it has to fulfil intellectual 
demands. 

(a) We must consider first of all the number and nature of the 
volumes of which it is the aggregate, two problems rather 
than one. Volumes are sometimes simple and sometimes com- 
plex, sometimes few in number and sometimes many; the two 
gradations do not necessarily go together. Romanesque archi- 
tects liked simple volumes. They kept to a few uncomplicated 
geometrical forms, but they varied and sometimes accumu- 
lated them. At the beginning of the Gothic period, in the first 
Cistercian churches, volumes were simple and few in number. 
Everybody is familiar with the cardboard houses which chil- 
dren play with. To set up a model of a Cistercian building 
one would have only to make a few straight cuts in the sheet 
with the scissors - one rectangle with a pitched roof for the 
nave and apse; two smaller rectangles, their upper parts 
slightly sloping, for the side aisles; two others of an inter- 
mediate height for the arms of the transepts. All this forms 
five elementary blocks - in the gamut of construction games 
the Cistercian church would be reserved for beginners. After 
it might be suggested seventeenth or late eightcenth- centnry 
buildings, easily reduced to a few simple volumes - the Petit 
Trianon is a cube. Then would come the Gothic cathedrals of 
the thirteenth century. Flambcr^ant Gothic and Rococo would 
be reserved for those who, virtuosi in cutting out and setting 
up, are skilled enough to produce a flowering of bell-turrets 
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and pinnacles, progressively more complex volumes, a wild 
growth foreign at once to logic and geometry. 

Reinforced concrete permits the most extraordinary over- 
hangings, and the architect often yields to the temptation of 
stressing the resources of this material by multiplying ir- 
regularities. Some works remain close to the cube, while 
others are cascades of cubes - simple geometrical elements of 
complicated assembly. 

(b) We must look next at this grouping of volumes. It is 
not sufficient for the building to be solid in fact, it must seem 
so and convey that impression. Though we can amuse our- 
selves for a few moments looking at a juggler balancing a 
pyramid on its vertex, continually correcting the instability of 
its position by a reflex movement, the sight of a building built 
in that way would worry us and we would not enjoy living in 
it. Eye and mind agree in demanding an appearance of 
stability. The latter may however vary within certain limits 
and the diflerent periods of French art have played on this 
very cleverly, to reconcile respect for appearance with tlie 
conquest of space, which is the true aim of the architect. All 
the same, there is no ground for such clear-cut distinctions 
between the two as are often made. 

It is the custom to speak of the verikality of Gothic and to 
attribute to classical art a preference for a balanced horizontal- 
ity. This distinction requires some amendment. 

We may lay down as a principle that in evety period archi- 
tects have been anxious to achieve the conquest of space as 
completely as possible ; that is to climb progressively higher, 
but each in the measure of his technical means. Let us com- 
pare the thirteenth and seventeenth centuries, taking only 
comparable examples, the churches. In the thirteenth century 
architects rivalled one another to surpass the vaulting of the 
neighbouring cathedral. This competition would be ex- 
pressed in present-day sporting language as ‘trying to break a 
record’. That of Chartres is broken by Reims, which is broken 
by Amiens, broken in its turn by Beauvais. But the same 
rivalry existed in the seventeenth century. This time the stake 
was the height of the dome; each architect strove to raise his 
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own to the highest possible point. He perched it on a drum, 
tiiade a second drum rise up from the first, tapered the lines of 
the cupola, capped it with a lantern. In short, they all piled 
Pelion on Ossa, all rushing to the assault of the heavens. The 
spirit which drove Mansart in the Invalidcs, or Soufflot in 
Sainte-Genevieve, was just the same as that which possessed 
their ancestors in the thirteenth century. 

The difference does not lie in the aim ; it lies in the means, 
or rather the methods. It can be grasped well by comparing 
the geometrical figures on which the various types are based. 
The Romanesque architect took the pyramid for his model. 
His lines ascended and his wiU to soar upwards was doubtless 
as great as that of his Gothic colleague, but the ascent was 
gradual. In the choir the volumes make up a pyramid in which 
each step is supported on the previous one; it is at the very 
centre of the building, at the transept crossing, that a lantern- 
tower crowns the mass of the building. The progression en- 
chants by its harmony and regular ascent. It is of the same 
kind and quality in Mansart and his rivals. The dome is set 
well in the centre of the composition, and the dome of the 
Invalidcs rises up from a solid cubic pedestal; by joining up 
the base .and the summit one would obtain an equilateral tri- 
angle. 

The difference between Romanesque and Gothic architec- 
ture is the same as that between nineteenth-century iron con- 
struction and the reinforced concrete of to-day. The Eiffel 
Tower is, indeed, one of the highest buildings made by man; 
but it rises in stages and its contc>ur is still that of a pyramid 
pitched on four feet set wide apart. A chimney of reinforced 
concrete - that, for example, of the Usinc des Tramways 
Departementaux of Haute-Vienne, or an American sky- 
scraper with vertical steel walls - does not often climb so high, 
but its ascent is less gradual. Greater verticality is not syn- 
onymous with greater elevation. 

‘Verticalit} ’ should not be used too readily as a criterion to 
make distinctions of peiiod. There is nothing more vertical 
than a Romanesque Catalan tower, such as that of Cuixa (pL 
loa) or than the belfries of Saint-fitienne at Caen, whereas the 
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Gothic tower of Saint-Sernin at Toulouse is inscribed in a 
pyramid. Even in church cross-sections, that of the single- 
naved Gothic churches of the Midi (Toulouse catlicdral and 
the cathedral of Perpignan) is much nearer to a square than 
that of many Romanesque churches. In the most classical 
domestic architecture certain distinctions can be established: 
the superimposing of different orders stresses horizontality; 
the colossal single order, with the shafts of its pilasters linking 
up two storeys, is a search for verticality. 


Decoration 

There remains one last problem, so complex that we shall 
content ourselves with an indication of how it arises - that of 
decoration. To give architecture this voluptas^ is it necessary 
to employ means other than the architectural - one might say 
architectonic - combinations that we have just analysed? 
Does the architect need the sculptor and the painter? The 
reply varies according to the period, but not perhaps accord- 
ing to the greater periods. 

It would be incorrect, on this score, to contrast as a whole 
the Middle Ages with the classical centuries, though everyone 
knows the magnificent sculpture of the Gothic cathedrals, and 
that the classical theorists always affirmed that good propor- 
tions were enough for beauty. The sculptured scenes un- 
folded on the tympana of the churches of the thirteenth cen- 
tury are not a decoration, that is to say superfluous, but a part 
of the building. They are like a poster on a poster board. At a 
time when the majority of the faithful were illiterate, the 
Bible or Gospel stories were inscribed in stone to give them 
instruction. The architect knew that he had to reserve a place 
for them; it remained for him to choose it, to outline its 
frame and, since he was in charge of the work, he had the 
right to keep an eye on how this frame was filled. 

Many historians - and some of the best - hold that the rela- 
tion between architecture and decoration is defined by a kind 
of law distinguishing three stages: a first stage in which the 
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supremacy of architecture is fully stressed; a second in which 
equal stress is put on architect and decorator; and a third 
marked by the triumph of the decorative over the architec- 
tural spirit. But the evolution of neither medieval nor classical 
architecture shows us anything of the kind. It would be wrong 
to say that the architectural spirit at the end of the Middle 
Ages, during the Flamboyant period, was in regression. 
Never has technique been more perfect or daring. If de- 
coration seems more abundant it is because the architects 
converted into decoration indispensable elements of their 
technique; they loaded their buttresses with pinnacles or 
gables, because the slenderer they were the more they had to 
be ballasted. This anticipates the application of Fenelon’s 
formula: to turn constructive essentials into decorative 
themes. But the former remain the dominant factor. The 
eighteenth century shows that the flowery character of the 
Rococo, often compared to the Flamboyant, was followed by 
the doubly austere trend of neo-classical art, the ruthless 
enemy of all decoration. 

Rather than such a succession of three stages, it seems that 
there is an alternating pattern in the forces influencing build- 
ing. An ornate period is followed by an austere one. It is like 
the swing of a pendulum. IBe law of the three stages arose 
from an assimilation of art to biology, from a comparison of 
die destiny of form with the destiny of man, whose decline is 
marked less by weakening than by the proliferation and 
independence of the cells, each of which seeks to live on its 
own account. Once again this is making a principle out of a 
metaphor. Forms have no life of their own. They are given 
life by man, and, when we ate speaking of art, by human taste. 
Bui the law of human taste is one of periodic change and 
return, the law of contrast which governs the generations. 
Miserly father, prodigal son; after Louis XIV, the Regency; 
after Romanticism, Reah'sm; after 1900, Cubism. 

Therefore, rather than a necessary evolution of art in a given 
direction, a series t'f ebbs and flows can be discerned. But this 
law, like all the laws of history, can be put forward only 
with prudence; it is no more valid than any other gencraliza- 
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tion, or than the law of probability. Architecture is a conflict 
between the constructive and the decorative impulses, and 
sometimes it is one and sometimes the other which carries the 
day; but there are certain countries in which the masterpieces, 
or at least the most characteristic works, coincide with the 
triumph of one or the other of the two elements. In France, 
however, these two impulses have always balanced each 
other, but rightfully giving the architect, that is the builder, 
the foremost position in the construction. 
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How can the various periods of French architecture be distin- 
guished if its genera] characteristics remain the same through- 
out its history ? By differences of technique, by \ariation in the 
use of ornament, and even by die plan. All these differences 
result from changes in political, economic, or spiritual condi- 
tions, or from external influences. 

The last, because of their importance, must be mentioned 
immediately after technique, the evolution of which has been 
sketched above. The various provinces of the artistic world 
have neA?er been entirely cut oflF from one another. France, for 
her part, has both given and taken much, given much to the 
living and taken much from the dead. Four external influences 
have acted on her architecture - the East, Classical Antiquity, 
Italy, and England. This applies only to architecture; they 
would not, of course, be the same for painting. 


The Influences 


9 THE EAST 

The first influence to be felt in France after the fall of the 
Roman Empire was that of the East. It was felt throughout 
the early Middle Ages and up to the thirteenth century. What 
is implied by the comprehensive term ‘East’? Generally 
speaking, at this time, it was the near East dtat cuuiited. In the 
beginning (notably during the Merovingian period) it was 
mainly Syria, the land of Christ and the first Christian com- 
munities. At this time the Mediterranean was a closely united 
world, crossed in every direction by a multitude of currents. 
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People travelled from one shore to the other, exchanging 
products and ideas. There were colonies of Syrian merchants 
in France throughout the south, at Marseilles and Narbonne, 
and we have accounts of others at Orleans and Tours. In 
Paris, in 591, a Syrian merchant, Eusebius, managed to get 
himself elected bishop and distributed all the ecclesiastical 
positions in his diocese to his compatriots. From Syria, also, 
came the monastic system* So it is in no way surprising that 
the first Christian basilicas in Gaul reproduced certain pecu- 
liarities of the Syrian churches. Moreover, it must be noted 
that in this matter North Africa seems often to have played an 
intermediary role. A little later more complicated plans (cen- 
tralized plans - Saint-Front at Perigueux is a replica of the 
church of the Holy Apostles at Constantinople) came from 
Byzantium, Asia Minor, and Transcaucasia, together with cer- 
tain vaulting techniques, notably the rib- vault. From the ninth 
century onwards, particular importance must be attributed 
to Armenia. Armenians occupied the papal throne. The cult 
of Armenian saints spread tlirough Europe. In the tenth 
century, St Gregory, Armenian bishop of Nicopolis, after 
resigning his office, came to live as a hermit near Pithiviers, 
whose parish church possesses one of the oldest examples of 
rib-vaulting. 

Another oriental influence to keep in mind is the Arabic. 
The Arabs were often only intermediaries, but it was through 
them that the more distant influences of Mesopotamia and 
Persia were transmitted to Europe. France was the first to 
profit by them, since the outpost of the Arab empire to the 
West was her neighbour Spain. The importance of what is 
known as Mozarabic art - in theory the art of the Christians 
subject to Arab domination, in fact the contribution of Arabic 
art to Christian art - becomes more evident every day. 
Certain rib-vaults of the south of France are transpositions 
of the ribbed cupolas of the mosque of Cordova. A little later 
the Crusades were to put the Franks directly in contact with 
Islam, and French^ military architecture profited greatly from 
the technical superiority of the enemy. 
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5 CLASSICAL ANTIQUITY 

The influence of classical antiquity (Greek and Roman) was 
much more continuous. At the very start French architecture 
succeeded Gallo-Roman architecture and from this heritage 
it gained a broad classical basis. All the same, the memory of 
it was lost all the more quickly in that the principal buildings, 
the churches, escaped in it; receiving their spiritual signific- 
ance from the East they received tiience also their models for 
building and decorating. The reconciliation of Christianity 
and paganism in church building itself was to come in the 
sixteenth century. It was one of the results of what is called 
the Renaissance. The word is ambiguous, but we will give it 
simply the sense of a resurrection of antiquity. Historians of 
thought and of art in general admit that the Renaissance of 
the sixteenth century was preceded by several others - there 
was a Carolingian Renaissance and a Gothic Renaissance, but 
neitiicr influenced architecture. We can speak rather of a 
Romanesque Renaissance, considering the importance of 
classical Roman influences in the decoration of certain twelfth- 
century Romanesque churches, notably in Burgundy and 
Provence. 

But from the sixteenth century onwards architects pro- 
claimed their intention of taking the monuments of antiquity 
as their models. The only Roman treatise on architecture 
which has come down to us, that of Vitruvius, already known 
in the Middle Ages, was at this time frequently translated and 
edited. The first French edition was that of Jean Martin, 1546 
- Architecture de Viiruve ou Art de hien bdtir, mis du latin en 
franfais\ Jean Goujon took a large part in it and composed a 
preliminary epistle to the reader. Architects began to go to 
Rome to study and measure the antique monuments on the 
spot - Philibert Delorme w’as one of the first. Later on they 
were to be admitted to the French Academy in Rome. The 
essential part of the architectural treatises consisted of com- 
ments on the five orders of Vitruvius - Tuscan, Doric, Ionic, 
Corinthian, and Composite. The Italians naturally had the 
upper hand here, though Vitruvius arrived in France not 
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across the Alps but over the Pyrenees, since the edition of Jean 
Martin was preceded in 1 5 3 9 by the Raison architecture extraite 
de Vitrtwe et autres architectes nouvellement traduite d'espagnol en 
franfais. Note, in this context, that the Renaissance declared it- 
self much earlier in Spain than in France and relations with 
Spain were much more highly developed at the beginning of 
the sixteenth century, so that it would perhaps be fitting to 
grant Spain a larger part in the diffusion of classicism in France 
than is generally done. Nevertheless the most famous examples 
were in Italy. Only in Rome did Braniante dare to build at 
San Pietro in Montorio on the Janiculum a church in the form 
of a circular temple, like that of the Forum Boarium or the 
Greek tholoi. The great commentaries on Vitruvius are the 
four great Italian treatises on architecture by Alberti, Serlio, 
Palladio, and Vignola; and it is on this account that they 
enjoyed immense prestige in France for more than two cen- 
turies. 

Yet Italy herself, by the second half of the sixteenth cen- 
tury, began to detach herself from antiquity. France in her 
turn was to finish by paying it only lip» service, striving to live 
her own architectural life. Towards the beginning of the eigh- 
teenth century there was a new eclipse of antiquity, followed 
in the third quarter of the century by a new Renaissance. 
The vogue for neo-classical art lasted roughly from 1775 to 
1840; it was killed by the Romantic Movement. 

5 ITALY 

Now we must turn to Italy itself which so far has only been 
mentioned as a mediator. To Italy, or rather to northern 
Italy or Lombardy, was long attributed an important part in 
the formation of the French Romanesque architecture of the 
eleventh century. Puig i Cadafalch has shown that Lom- 
bard art was only a geographical aspect of a much more 
general movement, the first Romanesque style, which was it- 
self only one of the manifestations of the East in Europe; it 
appeared at Ravenna, but it originated in Mesopotamia and 
Sassanian Persia. Moreover in this first Romanesque art 



64 TECHNIQUE AND STYLE 

Catalonia held a greater place than Lombardy; she offers the 
first examples of wholly vaulted churches - a fact which is all 
the more important for France because at this time Cata- 
lonia, included in the Carolingian empire, was under French 
suzerainty. The exceptional use of rib-vaults in Lombardy has 
also been pointed out; but this seems to have had little in- 
fluence in France. The sources of French Gothic art, at least 
of French rib-vaults, are elsewhere. 

It is only from the end of the fifteenth century, especially 
after Charles VllTs expedition to Naples, that we can speak 
of an Italian influence on French architecture. Italy intro- 
duced licrself to the French under a dual mien and with a two- 
fold prestige: as the home of antiquity and - perhaps of even 
greater account at the time - from the very charm of life in 
Italy and from her houses. Although the Italian architects 
brought back by Charles VIII, Fra Giocondo and Domenico 
da Cortona called Boccador, did not build much in France, all 
the decoration of the early Renaissance (r. 1500-25) is bor- 
rowed from one of the most famous monuments of Italian 
architecture at the end of the fifteenth century, the Certosc^ or 
Carthusian monastery of Pavia, near Milan. Evidently Louis 
XIFs expedition to Lombardy was of even more importance 
than the Neapolitan journey of Charles VIII. With Francois I 
it was della Robbia, Serlio, Primaticcio, and Vignola who 
came to France. They did not transform the technique of 
French building but they modified its spirit and taught the 
new decorative style of stucco and painting, of which Raphael 
and Giulio Romano had given accomplished examples in the 
Vatican and the Palazzo del Te at Mantua, But under Henri II, 
French architecture was already becoming independent. In 
1559 Du Cerceau wrote in the dedication to the king of his 
h,tvre d\irchlt€cturey ‘Since your Majesty takes pleasure and 
delight in employing such excellent craftsmen from youi own 
nation, it will no longer be necessary to have recourse to 
foreigners.* France wished to act for herself, while following 
both antiquity and her own traditions. 

Whereas the Wars of Religion put a stop to almost all artis- 
tic development in France towards the end of the sixteenth 
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century, Italy, starting from the religious inspiration of the 
Counter-Reformation, elaborated a new style which no longer 
had anything antique about it apart from a few decorative 
formulas: this became known as ‘Baroque’. The whole of 
Europe was to be overwhelmed by it, although in France its 
influence was not absolute, nor did it last for any length of 
time. The decisive episode was the invitation given by Louis 
XIV to Bernini, the greatest master of the Baroque, to put 
forward plans for the completion of the Louvre, the Italian 
artist’s arrival in Paris, and the eventual failure of his projects. 
For the second time France liberated herself from Italian in- 
fluence. ‘Before the reign of Louis XIV,’ writes Patte, ‘Italy 
alone was regarded as the home of the arts and letters.. . . 
People rushed there from every side as if to imbibe the true 
principles of the fine arts at their source,’ 

5 ENGLAND 

There remains England. Her role is extremely important in 
the formation of French Gothic in the twelfth century, for 
England was then Norman and a province of France. After 
having done so much for Gothic art, England later came en- 
tirely under the influence of the Renaissance. Perhaps she was 
- at least in architecture - the European country which re- 
mained most faithful to this tradition and submitted least to 
Baroque. English historians of the Renaissance legitimately 
prolong the period to two centuries. Even if the discoveries 
of Herculaneum and Pompeii were largely responsible for the 
appearance of neo-classical art in France at the end of the 
eighteenth century, the example of England must not be 
underestimated. At that time a wave of Anglomania swept 
over France. In a different way it was England again, in 1750, 
which set the example for a return to the Middle Ages and 
Gothic taste; the first monument of this trend is the house 
which Horace Walpole built at Strawberry Hill, between 1750 
and 1776, a hundred years before Viollet-le-Duc. Nor must 
we forget the vogue for English landscape-gardening at the 
end of the eighteenth century. Thus the two styles of French 
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art in the nineteenth century, neo-Classicism and Romanti- 
cism, are at least in architecture largely of English origin. 


The Evolution of French Architecture 

To conclude this first part we can now outline the evolution 
of French architecture and indicate its stages. We say stages, 
not styles. A stage is distinguished by its technique, plans, 
and feeling; a style by ornament, i.e. secondary characters. 
.Stages or periods can be sub-divided into styles. 

The history of French architecture is divided into three 
main periods, the Middle Ages, the period which we call 
classical, and the modern period. To the last corresponds the 
use of new materials (iron, steel, reinforced concrete), the 
appearance of new schemes arising out of the industrial revolu- 
tion, and often, too, the supremacy of the engineer over the 
architect. Its starting-point cannot be placed in any particular 
year, or even decade; it is roughly the second half of the nine- 
teenth century, but certain aspects were already visible under 
Napoleon I (for example, the subordination of the architect to 
the engineer or the government administrator) whereas 
the use of reinforced concrete was not really to spread 
until the twentieth century. In the same way, between the 
Middle Ages and the classical period lies the sixteenth century, 
whose beginning in some ways still belongs to the Middle 
Ages and whose end was already classical. We must never lose 
sight of the fact that the whole history of human effort cannot 
be arbitrarily divided and that in art there has never been a 
moment when pioneers and reactionaries have not lived side 
by side. 

5 THE MIDDLE AGES 

Since it is not yet known what will be the destiny of modern 
art, the medieval and classical periods, whose complete evolu- 
tion we can alone survey, constitute the two principal objects 
of this study. The medieval period is characterized by the pre- 
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dominance of religious art. We know it chiefly through its 
churches, and this is not due to chance alone, for art was en- 
tirely turned towards God and there was no similarity in con- 
ception between the house of God and that of man, be that 
man even a king. Neither did it place its ideal of beauty in 
large perfectly symmetrical compositions; it was less sensitive 
than classical art to abstract and learned theories; it did not 
separate art from craft. It kept nearer to life, but while still 
preferring diversity to unity, it preserved in the highest degree 
the feeling for an arcliitectural whole -- all crafts could collabo- 
rate in producing a building, but only under the authority of 
the architect, who was the real master of the work. 

Obviously some of these remarks must be modified accord- 
ing to the difierent phases, for the medieval period was a long 
one. It lasted for more than ten centuries and its aspects were 
many. Often they are not defined except in relation to tech- 
nique: pre-Romanesque art (open timber roofs), Romanesque 
art (barrel vaults, groined vaults, domes), Gothic art (rib- 
vaults). This succession is broadly correct, but there is much 
more to it. Between Romanesque and Gothic there was not 
only a difference of technique, but of spirit. There is a whole 
stage of Gothic which is no more than Romanesque with the 
addition of rib- vaults ; it has none of that verticaiity we have 
spoken of and maintains the wise caution of the Romanesque. 
The technical was subordinate to the spiritual evolution. The 
Romanesque differed from the preceding style because it 
imposed on its intellectual disorder a strong, dominating idea 
*“ an abstract logic, which later gave way to the spontaneous 
naturalism of Gothic. The great cathedrals of northern 
France in the thirteenth century arc not simply an assembly of 
rib- vaults - they are the architectural equivalent of the revolu- 
tion brought about by St Francis of Assisi. Nature was re- 
vealed to the world together with pity, A sea of light flooded 
the building, as a great breath of humanity swept through the 
mind of man. In church porches, ornament based on familiar 
plants replaced the syllogisms of Romanesque decoration; the 
smile of the Virgin Mary replaced the hieratic immobility of 
the Throne of Wisdom. Towards the fifteenth century, nature 
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and sentiment increasingly dominated the purely intellectual; 
life sprang up everywhere and the decorative exuberance of 
the last Gothic period (Flamboyant Gothic) was but a mani- 
festation of this. 

This luxuriance was to be prolonged almost until the middle 
of the sixteenth century, with the same constructional patterns 
but with new decorative forms, borrowed both from Italy and 
from antiquity. This was the first Renaissance ; if we consider 
only decoration we could call it a break with the Middle Ages ; 
speaking of the building as a whole, we are still dealing with 
medieval architecture. 

We can therefore split up this long medieval period in the 
following way : pre-Romanesque architecture (about the fifth 
to the tenth century), Romanesque architecture (eleventh and 
twelfth century), Gothic architecture, with its various sub- 
divisions (thirteenth century). Flamboyant, and early Renais- 
sance. 

5 THU CLASSICAL PERIOD 

During the first third of the sixteenth century signs of change 
began to appear. We can see them all the better since we know 
the developments to come and are able to distinguish the in- 
novations which were to last from those which were to remain 
unfruitful. The classical period began with the reign of Henri 
II and the second half of the sixteenth century. 

An attempt must be made to establish its general charac- 
teristics, at least in comparison with the Middle Ages. The 
same materials continued to be used with the same structural 
methods. The rib-vault was not abandoned. The most typical 
monuments appeared simply to go back to Romanesque con- 
struction, with barrel vaults, groined vaults, and domes, but 
used with a much more confident knowledge. 

Here, in fact, we come to a major issue. Although it is true 
that, from the mid sixteenth century, art ceased to be con- 
fused with craft, it was very far from rejecting or scorning it. 
It is modern and not classical architecture that brought about 
the divorce between art and craft. In France at least the classi- 
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cal architect was not a simple designer of plans and fa9ades 
completely ignorant of technique. There were, of course, men 
like Pierre Lescot and Perrault, but they are exceptions. On 
the contrary we can see : 

(a) The importance of dynasties of architects passing on 
structural secrets from father to son. Philibert Delorme was 
the son of a master mason of L)/ons; the Du Cerceaus, the 
Mansarts, and the Gabriels, were all architect families. 

(b) The place given to technical considerations in treatises 
on architecture, such as those of Philibert Delorme, Daviler, 
and Rondelet. Rondclet wrote what amounts to a practical 
encyclopedia. Philibert Delorme began by publishing, in 
1 561, his Nouve/les Inventions pour bien hdtir et d petit sfrais, 

(c) The role of engineers in the history of architecture. In 
the seventeenth century Fran9ois Blondcl was a naval, Vauban 
a military engineer; in the eighteenth century Boffrand was an 
engineer of Tonts et Chaussecs’. The science of the engineer 
and the art of the architect were no more distinct from each 
other than art is from actual practice. The Academic d'Archi- 
tecture gave equal place to both. Hence the constant progress 
of architectural technique, notably of stereotomy, and the 
welcome given, when the moment arrived, to the industrial 
innovation. It was an architect, a decorator if ever there was 
one - Belanger - who, under Napoleon, was responsible for 
the use of iron in the dome of the Plallc aux Bids, against the 
will of the members of the Academie des Sciences. This led 
to technical and progressive architecture. 

Over and above mere craft and technique, highly perfected 
though they may be, there were certain qualities which classi- 
cal architects called art and to which they gave the foremost 
position. They proclaimed them to the world; but is it so certain 
that medieval architects did not privately think the same? We 
can only say that the spirit of this art is not that of the last 
years of the Middle Ages. The Middle Ages passed from geo- 
metry to life; classical art passed back from life to geometry, 
from the concrete to the abstract. It had a taste for regular and 
logical arrangement, for symmetry, for formal beauty. Its 
decoration was no longer borrowed from nature. It redis- 
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covered geometrical coml'ji nations, but it took its models 
from Greco-Roman antiquity. Art ceased to be considered as 
the spontaneous expression of an individual temperament. It 
was subject to rules. In 1671 Colbert was to found the 
Academic d’ Architecture to register and codify these rules ; 
this younger sister of the Academie de Peinture et de Sculpture 
was also destined to establish a system of aesthetics. 

The phases of the conflict between reason and sentiment, 
between present and past, divided the evolution of classical 
architecture into numerous periods. Taste changed more often 
in these three centuries (1550-1850) than in the ten centuries 
of the Middle Ages. Its history can be reduced into three acts, 
each divided into scenes. 

(a) Classical Renaissafjce and Counter-Reformation (1550-1650). 
Philibert Delorme, in imitation of the great Italian classicists 
of the Renaissance, such as Bramante, had produced an art 
made up of simplicity and intellectualism. The Wars of Reli- 
gion interrupted this effort, which could have given France a 
hundred years earlier an architecture owing nothing to any- 
one but herself. However, the Counter-Reformation, born 
from the decisions of the Council of Trent, maintained a taste 
for ansierity, if not for poverty. It impressed this mark on the 
numerous ecclesiastical and conventual buildings of the reign 
of Louis Xlll, a period of major importance to French archi- 
tecture and one too often neglected. So from Philibert 
Delorme to Fran9ois Mansart the distance was not great, 
though it spanned a centurv. 

(b) The Baroque Conflict (1650-1750). But from tliis moment 
Italian art - at least, Roman art, which set the tone - had re- 
nounced its policy of self-effacement. To the Counter-Refor- 
mation had succeeded Baroque, the definitions of which are 
many, but which seems to us principally a return to life and 
nature: luxuriance, exuberance, predominance of the senses 
and of sentiment over reason, that is at the same time a resur- 
rection of the late Middle Ages and a foretaste of Romanti- 
cism. Its great masters were Bernini and Borromini. Their 
influence was such that most art historians have called this 
period the Baroque period. 
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Wc cannot accept this label for France, for her role was that 
of resistance to Baroque, England and Holland also escaped 
it. It should not be called the Baroque period, but at most that 
of the Baroque conflict. After Bernini's fruitless journey to 
Paris, France was freed from it, and her architecture can claim 
the opposite epitlict, that of classical, which means balance 
and harmony achieved by putting intelligence foremost; it is 
summed up in the definition of old Boileau - Aime^ done la 
raison. 

The word conflicr does not imply rapid victory. There was 
strife and hesitation. France even produced great Baroque 
artists - Lc Van and Le Brun. The eighteenth century was to 
see the return of Baroque on the offensive under the name of 
Rococo. All the same, victory remained with classical reason, 
still warm from the strife in Hardouin-Mansart, serene and 
sure of itself in Robert de Cottc and Gabriel. It is because it 
had been capable of freeing itself from Italian Baroque that 
French architecture led Europe in the eighteenth century, 
(darity, logic, balance, a happy medium, such were to be the 
characteristics of the art of this period. It respected antiquity 
Init not too much, taking practical necessities more and m.orc 
into account, and combining good sense with reason. 

(c) 'Neo-Classicism and Komaniicism About 1750 

this well-balanced classicism was threatened in two ways: on 
the one hand a return to pure antiquity was demanded, on the 
other a return to the Middle Ages. Both sides tended to destroy 
the balance, the one in favour of logical reasoning, cut off 
from life, the other of sentiment against reason. This, at least, 
is the most general aspect of the conflict, which went far 
beyond the architectural sphere. 

But from our particular point of view, it can also be seen in 
a different light. The adherents of the neo-Classical and the 
neo-Gothic were in agreement on one point - an offensive by 
the historical spirit against living architecture, as though the 
problems of architects were not concrete and immediate, as 
though the art of building were outside time, as though it were 
only a question of choosing among the models of the past. 
Some proposed Rome and Greece; others Flamboyant Gothic; 
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and some, less vehemently - the so-called eclectics - the 
Venetian Renaissance. 

This sudden change of position is partly explained by an 
event of major importance, the disappearanee of the old Aca- 
demie d' Architecture, suppressed by the Convention in 1793, 
and its replacement by the Academic des Beaux-Arts, the 
Fourth Class of the Institute, in which the architects, reduced 
to ten, were closely dependent on their colleagues, painters, 
sculptors, musicians, who, though artists too, were not tech- 
nicians; they had but one common field, decoration. It was 
tlien that the divorce between art and craft was brought 
about; architecture was uprooted, cut off from the life-giving 
trunk of technique. And amid the last convulsions of classical 
architecture modern architecture was to be born. 



PART TWO 


^\B^z^ious Q^rchitecture 




Introductory ; Its Purpose 


Christian church building differs widely, by its very pur- 
pose, from the antique temple or the Mohammedan mosque. 
In Greco-Roman paganism the temple was the house of the 
god; the faithful did not enter it. The sacrifice - the basic 
element of the cult - was celebrated outside on an altar which 
generally stood before the entrance. Tlic Mohammedan reli- 
gion does not invoh e sacrifice; the mosque indeed admits the 
faithful, but it is only a hall of prayer. The Christian church 
must both welcome the faithful and serve for the celebration 
of a sacrifice, the sacrifice of the mass, the rules of which are 
established by the liturgy. In the begj lining, every province 
had its own liturgy; the Galhcan was not the same as the 
Roman. Little by little, as the bishop of Rome, successor of 
St Peter, became the head of the Christian communities in 
the West, the rite of his church was imposed on all the 
others. Ultimately, it was to satisfy certain liturgical needs 
that the plan of the church was evolved; and it is the per- 
manence of these needs which renders it practically constant 
or allows it but little variation. To liturgy is added symbolism^ 
which is the desire to record in the actual building of the 
church certain general aspects of the dogma; hence the form 
of a cross sometimes given to the building. But symbolism 
takes only second place. 

In early Christian times there were two otlicr ecclesiastical 
buildings besides the church - the baptistery, for the introduc- 
tion of the neophytes into the Christian community, and the 
campamh or bell-tower. In the Middle Ages the baptistery was 
the obligatory complement of cathedral churches. It was 
generally circular or octagonal in plan. From the fourth 
century, in front of Notre-Dame in Paris, stood Saint- Jean- 
le-Rond, the episcopal baptistery, destroyed in 1748. Bell- 
towers were sometimes also separated from the church and a 
few of them joined to it at a later date; for example the bell- 
tower of the church of La Trinite at Vendomc or that of the 
cathedral at Limoges. But at Florence and Pisa there can still 
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be seen, side by side, the three distinct elements: cathedral, 
baptistery, and bell Tower. 

There are two kinds of church plan - the basilican plan and 
the central plan. In France the former is much the more fre- 
quent. Buildings of basilican plan are those inscribed in a 
rectangle, for example those of Latin cross shape (fig. 9); they 



have uniaxial symmetry. Centrally pianued buildings are those 
inscribed in a circle or a square or other tegular figure (round 
or octagonal or in the shape of a Greek cross); they are of 
biaxial symmetry. 

? CHURCHES OF BASILICAN PLAN 

The name derives frt^m the first Christian churches, the basili- 
cas^ such as are still to be seen in Rome (San Paolo fuori Ic 
Mura, San Lorenzo fjori Ic Mura. St a Sabina) or in Ravenna 
(San Giovanni Evangelista, the two churches of Sant’Apolli- 
nare). The basic element is a large rectangular hall, the nave. 
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designed to receive the faithful; this is divided internally by 
rows of columns; and at the end there is a rounded part for the 
celebration of the sacrifice, the apse. Between the nave and the 
apse there is sometimes a transverse part, the transept. These 
three elements - nave, transept, and apse - make up the plan 
of the majority of French churches of medieval and modern 
times as, indeed, of most Western churches. But they are much 
elaborated. 

^ (a) Nave. Up to the twelfth century the nave remained the 
most important part of the church. It may be either single or 
flanked by a/s/es. 

Aisleless churches are generally small, mere chapels. How- 
ever, certain large churches of the Romanesque and Gothic 
periods in the south, for example the Romanesque cathedrals 
of Carpentras and Avignon, and the Gotliic cathedrals of 
Toulouse, Albi, and Perpignan, have only a nave, with no 
aisles. In this very important group, the buttresses projecting 
into the interior of the building form with the wall a series of 
side chapels which sometimes intercommunicate by means of 
a narrow passage. Such is also the pattern of certain seven- 
teenth-century churchcvs which have taken as their prototype 
the mother church of the Society of Jesus, the Gesu in Rome. 
They include, in Paris, the church of Saint-Paul-Saint-Louis, 
the church of the Oratoire, and the Carmelite church. 

In general, important churches have aisles, most often one 
to the right and one to the left of the nave (single aisles). A 
few very rich medieval abbeys such as Cluny or Saint-Sernin 
at Toulouse, and some of the first Gothic cathedrals, like that 
of Paris, have donble aisles; that is, two on either side of the 
nave. The example of the cathedral was, moreover, transmit- 
ted to several other Parisian churches, St Severin, St Eustache, 
etc. Like aisleless churches, those with aisles may also have 
additional chapels along the lateral walls, arranged between 
buttresses which penetrate into the interior. 

(b) Transept. The transept is a kind of nave thrown trans- 
versaUy between the nave and the apse. It gives the building 
the shape of a cross. The projecting wings are called arms. 
Sometimes the transept is not evident in the ground plan, but 
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appears only in the elevation; this is so in the cathedral of 
Paris, where the lateral walls are in a straight line. 

Not every church has a transept, and this is true not only of 
small churches, but of larger ones too (for example, medieval 
cathedrals in the south, and aisleless seventeenth-century 
churches). On the other hand some churches have had two 
transepts. Such were the great twelfth-century abbey church 
of Cluny and the church of Saint-Benoit-sur-Loire. Generally 
the arms of the transept end in flat walls ; however, there are 
a few examples of rounded ends, notably in the cathedrals of 
Noyon and Soissons. 

(c) Apse. The apse is the essential part of the church. It is 
there that the altar is placed. At first it constituted the whole 
sanctuary. Towards the eleventh century the sanctuary took 
on greater importance and other elements were added to the 
apse. This fact is related first of all to the development of 
monastic life. In a monastery many monks have to say mass; 
they need several altars and therefore several apses. There must 
also be a place for the Chapter. To this may be added the 
growing importance of the cult of saints and their relics; in 
front of these, which were placed in the sanctuary, passed 
thousands of people, and it was therefore necessary to control 
their movement. These two factors brought about the multi- 
plication of apses and the appearance of two new elements in 
the plan: the choir and the amhtdatory. 

Already the number of apses had been more or less depen- 
dent on the arrangement of the nave and aisles. A church with 
only a nave normally has one apse, but a church with two 
aisles and a nave may easily end in three apses. Other apses 
can be opened out of the transept {apsidal chapels). A special 
arrangeincnt, sometimes called the Benedictine ending, con- 
sists in the placing of staggered apsidal chapels on either side 
of the main apse. 

The ambulat(v^y is a semicircular passage running round 
the apse. It represents the natural prolongation of the aisles. 
If the church is double-aisled it may have a double ambulatory 
(Notre-Damc de Paris). On to this passage may open a variable 
number of apsidal chapels, the axes of which converge to- 
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wards the centre of the apse - hence their name of radiating 
chapels. In the great Gothic cathedrals (Reims, Amiens, 
Beauvais, Le Mans) the radiating chapels, seven, nine or 
eleven in number, form in this way a crown of apsidal chapels 
at the east end (chevet) of the building. 

Finally, between the transept and the apse with its ambula- 
tory, in all Gothic churches the part reserved to the clergy 
came to be enlarged. This is the choir, filling two or three 
bays which in some cases may be flanked, like the nave, by 
one or two aisles on either side as well as lateral chapels be- 
tween the buttresses. 


^ CHURCHES OF CENTRAL PLAN 

Some are round or octagonal, others square or in the shape of 
a Greek cross (flgs. lo and ii). 

In the Middle Ages, round churches most often derived 
from the Holy Sepulchre in Jerusalem. The majority date 
from the time of the Crusades; after the twelfth century they 
became much rarer. Such was the round church of Sairit- 
Benigne at Dijon, erected in looi at the east end of the 
basilica of Saint-Benigne; the central part was surrounded by 
an aisle topped by two storeys of galleries; only the ground 
floor remains. On the other hand, the round church of Neuvy- 
Saint-Sepulcre (Indre), and that of Charroux, are intact. In 
the twelfth century the religious Order of the Templars, 
founded in iii8 to defend the Temple of Jerusalem, built 
round churches in the West in remembrance of the Holy 
Sepulchre (Laon, chapel of the Templars). Other medieval 
churches took up the Greek cross, often transforming it into 
a square by the addition of chapels in the corners, as in 
Byzantine churches. Examples are the Carolingian church of 
Germigny-des-Pres and Saint-Front at Perigueux. 

From the sixteenth century onwards the central plan came 
once more into favour, chiefly under the influence of the 
projects of Bramante and Michelangelo for the reconstruction 
of St Peter’s in Rome. This plan indeed offers two advantages 
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Figure lo. Central plans. L.cf/: Church of Neuvy-Saint-Sepulcre. 
Right: Church of the Visitation, Paris 



Figure II. Central plans. L.eft: Saint-Louis de Vincennes. 
Right: Pantheon (Saintc-Genevici c) 


much appreciated at the time: it naturally imposes the con- 
struction of a dome at the intersection of the arms of the cross; 
it assures a good viev' of this dome from without, by shorten- 
ing the nave. It is thus that one finds in Paris, in the seven- 
teenth and eighteenth centuries, centrally-planned buildings 
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(Temple Sainte-Marie, rue Saint- Antoine ; Chapel of the 
College Mazarin, now Institut de France; Church of the 
Assumption); and even more frequently Greek cross plans 
such as the domed church of the Invalides (a cross inscribed 
in a square) or the Church of Sainte-Genevieve, now the 
Pantheon (plain cross). The central plan has also been much 
used in recent years, all the more since the vast free space in 
its interior gives scope to the possibilities of reinforced con- 
crete (compare the Church of Saint-Louis at Vincennes and 
that of Saint-Pierre de Chaillot in Paris). 



CHAPTER ONE 


THE MIDDLE AGES TO THE 
MIDDLE OF THE SIXTEENTH 
CENTURY 


We can now begin to look at the buildings themselves. The 
study of medieval churches falls naturally into three sections, 
the pre-Romanesque, the Romanesque, and the Gothic 
periods. 


I. Pre-Romanesque Churches 

When the barbarian tribes established themselves in Gaul in 
the fifth century, they found it converted to Christianity and 
already provided with ecclesiastical buildings. At Reims, a 
cathedral had been built between 540 and 346. This Gallo- 
Roman architecture is little known. It seems to have consisted 
of basilicas similar to those found in other parts of the 
Roman Empire: rectangular buildings, with or without aisles, 
with a single apse and covered by an open timber roof. The 
influence of Christianized Africa appears to have been par- 
ticularly important. Only one Gallo-Roman church has come 
down to us, at least in its foundations ; the basilica discovered 
in 1913 at Saint-Bertrand-de-Coniminges {hugdunum Conven- 
arum) near Luchon in Haute-Garonne. Some coins hidden 
under the paving allow us to date it to the fourth century. 
It was composed of a nave, preceded by a vast narthex, and a 
pentagonal apse. The very thick walls weic made of pebbles 
and very irregular quarry stones with cement poured over 
them. They must have alternated with hytts of flat bricks and 
seem to have been faced with painted plaster, fragments of 
which have been found : scrolls of flowers and foliage standing 
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out in white on a red ground. The baptistery of Saint-Jean at 
Poitiers may also go back to the fourth century, but was later 
altered. 

The Merovingian period seems to have possessed a rich 
architecture, although here too only very little evidence 
remains. We learn of it from documents full of precious 
details about construction and decoration. Most of our great 
cathedrals appeared then, but they have been rebuilt at least 
three or four times since. The cathedral of Clermont existed 
about 450, That of Lyons goes back to the same period. The 
episcopal church of Paris was already in its second state in the 
sixth century. The church of Saint-Martin at Tours was re- 
built about 472. From the sixth century date the church of 
Samt-Germain at Auxerre, the church of the Holy Apostles 
at Paris, in which St Genevieve was buried, and Saint- 
Germain-des-Pres, also in Paris. The seventh century, that of 
Dagobert, was the century of the gtcal abbeys ^ Saint-Denis, 
jumieges. Saint- Wandrille. Here it is not a question of small 
buildings or modest chapels. Gregory of Tours tells us that 
the basilica put up in his native city by Bishop Perpetuus, over 
the tomb of St Martin, was i6c feet long, 60 feet wide, and 
4j feet high. It had fifty-two windows, eight doors and 120 
marble columns. The cathedral of Clermont, built by Nama- 
tius, was 150 feet long, 60 wide, and 50 high. 

These churches w^erc almost all of basilican plan: a rec- 
tangle, sometimes divided into nave and aisles. The frequent 
expression in modurn crucis, in the form of a cross, indicates the 
existence of a transept. At first, in front of the nave, there was 
an open court or atrium^ but this disappeared early. At the east 
end there was either a single apse or an apse flanked by two 
sacristies {prolhesis and diacontcon) in the manner of Syrian 
churches. The cathedral of Clermont, described by Gregory 
of Tours, was on this pattern. The same cathedral also had a 
second apse in front - in ante ahsidam rot undam hahens\ it was 
therefore a church with two apses facing each other, like some 
that could be seen in Africa. Other churches, on the contrary, 
had a more compact plan - the Daurade at Toulouse was 
circular. 
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The walls were generally of stone and the roofing always of 
timber. But the masons of Gaul were renowned for their skill, 
and the great arch of Saint-Martin at Autun was still the 
admiration of professionals in the eighteenth century, so per- 
fect was its technique. 

The most original feature of Gallic churches of the Mero- 
vingian period was their bell-tower. Bells have always been 
popular in Gaul. As early as the fifth century they were placed 
in a special tower, either at the crossing (cf. the lantern-towers 
of Saint-Martin at Tours, the cathedrals of Nantes and Cler- 
mont-Ferrand), or in front of the building and detached from 
it (Saint-Martin at Tours). 

The decoration was highly finished, but included little 
sculpture, as at Rome and Byzantium, and consisted mainly of 
mosaics, paintings, hangings, and goldsmiths’ work. Several 
texts also allude to this. The name of the Daurade in Toulouse 
derives from the gold mosaics which filled the church. 
Gregory of Tours shows us the Bishop of Clermont planning 
a series of frescoes for his basilica of Saint-fitienne or the 
Bishop of Tours having the walls of the church of Saint- 
Martin decorated witli scenes from the Gospel or miracles of 
the saint. 

Unfortunately, very little of all this has come down to us, 
except perhaps the lower part of the walls of Saint-Pierre at 
Vienne and the east end of the cathedral of Vaison, as well as 
two columns from the Daurade. We know directly only the 
baptisteries, but of these there are some very beautiful ex- 
amples, especially the series in Provence: Marseilles, Frejus, 
Aix, Riez, Venasquc, Mclas, and Valence. They form a homo- 
geneous group of about the sixth century and their lower 
part:> at least date from this time. Generally they are octagons 
inscribed in a square, like the Baptistery of the Orthodox at 
Ravenna. They must have i^een covered by domes. Crypts 
such as that of Saint-Laurent at Grenoble or that of Jouarre 
(Seine-et-Marnc), oratories such as Saint-Victor at Marseilles 
(mid fifth century) and Glanfeuil (Maine-et-Loire; probably 
late sixth century) acquaint us with examples of barrel- vaults 
from this period. 
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Carolingian architecture - though this period has often 
been called a ‘Renaissance’ - is no richer. But it is more 
important, because in it appeared certain of those innovations 
which were to constitute Romanesque art flere again the 
buildings are known to us principally from texts. Charle- 
magne, so his biographer Eginhard tells us, ordered the 
bishops and prelates throughout the length and breadth of his 
empire to reconstruct the buildings which were falling into 
ruins. Hence the rebuilding of the cathedral of Reims (816- 
62) and of those of Lc Mans (833-5), Orleans (after 989), 
Verdun, of the abbeys of Saint-Remi at Reims, Saint-Riquier, 
Saint-Denis, etc. From this time, also, date Germigny-dcs- 
Pres, Saint-Philibcrt at Grandlieu, etc. 

Most of the churches are of basilican plan, often with a tran- 
sept. The Carolingian cathedral of Reims, the paving of 
which has been found two feet below the level of the present 
cathedral, was almost equal to it in importance. The Caro- 
lingian basilica of Saint-Denis, the foundations of which were 
recognized by Viollet-le-Duc, had a nave and aisles almost as 
large as those of to-day, a vast transept and a horseshoe apse. 
The church of the Bassc-OEuvre, at Beauvais, has remained 
entirely Carolingian; b\iilt in small stonework with inserted 
bricks, it is a basilica with nave and two aisles, of which only 
the apse was pulled down in the sixteenth century, to make 
room for the new cathedral. Elsewhere, for example in Saint- 
Remi at Reims or the cathedral of Verdun, we find the 
arrangement of tw^o apses set facing each other, already 
noticed in the Merovingian period. A variant of this arrange- 
ment, proper to the Carolingian period, was the church with 
a westwork - in the west apse the sanctuary was transferred to 
the upper storey, so as to leave on the ground floor a free 
passage into the nave. 

The two innovations wdth a future which now made their 
appearance in the basilican plan were: (a) the insertion of a 
choir-bay between the transept and the apse; (b) the ambula- 
tory, which, it appears, was used for the first time above 
ground in the cathedral of Clermont-Ferrand, rebuilt in 946, 
and a little later in Saint-Martin at Tours and the church of La 
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Couture at Le Mans; bat it had been previously realized in 
crypts such as that at Saint-PhiUbert at Grandlieu (840) and 
perhaps at Saint-Denis. 

The same mixture of tradition and novelty existed in con- 
struction. All these basilicas had open timber roofs, but al- 
ready the simple column was giving place to the composite 
pier (Saint-Philibert at Grandlieu), the condition of a new 
architectural system based on dividing the thrusts. Another 
innovation was in the arrangement of the masses - the fa9ades 
framed by two towers, which appeared in Gaul in the eighth 
century (Saint-Martin at Autun, Saint-Germain at Auxerre, 
Jumieges). 

The central plan is represented by the church of Germigny- 
des-Pres on the banks of the Loire, unfortunately much 
restored in the nineteenth century. It was a Greek cross in- 
scribed in a square, each arm of the cross ending in an apse. 
As a whole it is very close to the Catalan church of San 
Miguel at Terrasa. The founder, Theodulf, was himself a Cata- 
lan. Here too appeared an important structural innovation, 
the dome on squinches, which is also found at Terrasa. 

The decoration of these buildings, as in the Merovingian 
period, was still painting. The great mosaic of Germigny is of 
a monumental style largely inspired by Byzantine art. The 
frescoes of the life of St Stephen in the crypt of Saint-Germain 
at Auxerre (tenth century) are perhaps the earliest example of 
French painting to come down to us. 


11. Romanesque Churches 


It is from the eleventh century onwards, with the Roman- 
esque style, that we really reach French architecture. French 
Romanesque architecture is a province of European Roman- 
esque architecture, perhaps the most important province, 
because it is heie that we find the most finished works. It was 
to be replaced gradually by Gothic architecture. 
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5 GENERAL CHARACTERISTICS OF 
ROMANESQUE CHURCHES 

Romanesque churches arc recognizable by certain character- 
istics of construction, plan, volume, and decoration. 

The basic constructional factor is that they were vaulted 
entirely in stone. The forms of Romanesque vaults arc numer- 
ous. We find, as in the East, the dome with its two techniques 
- on squinches or on pendentives. But the characteristic 
Romanesque vault is the old barrel-vault of the Romans, 
transformed and perfected to become the barrel vault on 
transverse ribs, and the groined vault. These have already 
been examined in the section on structural problems. We have 
seen how they led logically to the invention of the cross- 
ribbed vault which, although the basic element of future 
Gothic architecture, is in principle no more than a masonry 
technique known from the Romanesque period. The cross- 
ribbed vault was first found in buildings of pure Romanesque 
spirit, that is those which offer all the otlier characteristics of 
Romanesque art. 

It is rare for Romanesque churches of any importance to be 
without aisles. Usually they have a nave and two aisles, so that 
three vaults arc placed side by side and can give each other 
mutual support. In this respect several arrangements are pos- 
sible; (a) the main vault may be very much higher than the 
lateral ones; the advantage of this is in direct lighting, but 
equilibrium is less well assured (Vezelay); (/') the three vaults 
may be of equal height; the main vault can then no longer 
have direct lighting, and there is thus a blind nave (Poitiers, 
Notre-Dame-la-Grande); (/) the aisle-vaulting may be different 
from that of the nave (half-barrel vaults: Arles, Saint-Tro- 
phime) ; the aisles may be divided into two storeys, the ground 
floor having a barrel or groined vault and the first floor, acting 
as a gallery, a half-barrel vault (Issoire); finally they may be 
covered with barrel vaults placed at right angles to the axis of 
the building (transverse barrel vaults: Tournus, Saint- 
Philibert) (fig. 12). 

Romanesque supports arc not simple columns, but piers of 
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Figure 12. Possible combinations of Romanescjiie vaulting: Issoirc, 
Vezelay, Poitiers 


more or less complex cross-section - square or cruciform piers 
sometimes flanked by pilasters or half-columns. These piers 
are linked by arches separating nave from aisles (nave arcades). 
In certain buildings, for example in Normandy, the supports 
are alternated; this means that strong and weaker supports 
succeed each other. 

Finally, Romanesque churches, at least the main ones, arc 
always very carefully built of large masonry. In the few 
regions which like Languedoc have no quarry stone, they arc 
built of brick. 

The plan of Romanesque churches is almost always that of 
the basilica, but the transept and choir developed in a way 
until then unknown. The most common systems were that of 
apses built parallel to one another, on the same axis as the nave 
and generally decreasing in depth in proportion to their dis- 
tance from the central apse, or that of the ambulatory with 
radiating chapels. These are usually of an odd number, three 
or five; in a few churches in Auvergne they are of an even 
number. Romanesque radiating chapels are separated from 
one another by a window. A few large buildings also have 
apses along the arms of the transept; in Saint-Sernin at 
Toulouse there arc nine apses, two on each transept arm and 
five radiating chapels. 

Externally, the Romanesque church has a three-dimensional 
value, that is to say it is conceived as large-scale sculpture, as a 
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series of volumes taking possession of space. These volumes 
are nearly always reduced to simple geometrical forms ~ the 
cube, the cylinder or half-cylinder, the truncated cone or pyra- 
mid, etc. Their grouping exactly translates the disposition of 
the interior; one can deduce the plan of the building by 
simply looking at the exterior. The combination of masses in 
Romanesque buildings always gives an impression of balance 
rather than uplift; horizontality dominates verticality. As wc 
see them rise against the sky, like a pyramid, they give simul- 
taneously an impression of harmony by the perfection of their 
component parts and of stability by the regularity of their 
progression (pi. 11 a and b). 

Finally, the Romanesque building is furnished with impor- 
tant decoration in painting and sculpture, of which it is suffi- 
cient here to recall the two major characteristics. First of all, 
its harmony with the architecture; all its lines are subordinated 
to those of the construction which it is their function to 
underline. Secondly, its abstract, stylized character - Roman- 
esque sculptors and painters, far from applying themselves to 
copying nature, transposed it into intellectual, if not geo- 
metrical, forms. 

5 HISTORICAL FACTORS 

It has often been said that Romanesque architecture is a 
monastic arcliitecture. But if the religious orders played a 
considerable part in its formation and development, we also 
find among the founders of great Romanesque buildings all 
the kings of France from Hugh Capet to Philip Augustus and, 
particulaily, Robert the Pious; many great feudal lords, 
especially the dukes of Normandy and above all William the 
Conqueror; and bishops, who almost all, in the eleventh and 
twelfth centuries, undertook the rebuilding of their cathe- 
drals. However, the role of the monks remained predominant, 
or rather there was a coincidence between the zenith of 
Romanesque art and that of the monastic orders, especially 
Cluny. The abbey of Cluny was founded in 910 and its rule 
was to be gradually imposed on the whole Benedictine Order. 
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Cluny held that all the resources of art must be employed for 
the glory of God. A little later the Cistercian Order, founded 
by St Bernard, was to demonstrate an altogether different 
spirit - voluntary humility and simplicity and a distrust of art, 
which was considered a sin of pride. 

The Romanesque period was also that of the great pilgrim- 
ages. Security having been virtually re-established in Europe, 
it became possible to visit the famous sanctuaries. If Jerusalem 
was too far away, the pilgrims went to Rome or to Santiago 
dc Compostela in Spain. These pilgrimages, above all that of 
Santiago, exerted an influence of capital importance on the 
development of Romanesque art; they facilitated exchange 
between the different countries and propagated types of 
churches and decorative formulas. This explains in particular 
that throughout the Romanesque period there was a simui- 
taneous influence of France on Spain and of Spain on France. 
We have noticed above the part played by oriental influences 
in the formation of western medieval art. 

Romanesque architecture consists of two periods - the 
eleventh century, a century of experiment, and the twelfth, 
a ccntiJiy of achievement. The experiments had already begun 
in the tenth century and the transition between Carolingian 
and Romanesque art was imperceptible. The famous phrase 
of the chronicler Ralph Glaber on the year looo and the 
‘white crown of churches’ which Christianity had assumed 
has only a symbolical value. More importance as regards the 
division between the two phases of the Romanesque period 
sliould be attached to IC95, the date of Pope Urban IPs 
journey to France and of the consecration, premature it is 
true, of numerous churches in the course of construction. 


T/be 'Eleventh Century 

Not everything was tentative in the eleventh century. It is 
natural that we should pay the greatest attention to the pioneer 
works, which mark out the stages of the way to the great 
masterpieces of Romanesque art. Therefore, only a brief men- 
tion need be made of certain regions of the north and east of 



THE MIDDLE AGES 


91 

France which, on the example of Germany and Switzerland, 
remained attached to the results previously achieved by the 
Carolingian architects - Montierender (998), Vignory (about 
1050), Chateau-Landon (date uncertain), and Saint-Germain- 
des-Pres in Paris. The really interesting areas are Burgundy, 
Normandy, and the Loire valley. 

We could add Roussillon, that is French Catalonia, though 
at this time it was very far from being incorporated in the 
nation. It was here that, in 1009, at Saint-Martin du Canlgou, 
the complete vaulting of the nave seems to have been achieved 
for the first time in France. The example had been set half a 
century earlier on the other side of the Pyrenees (Sta Maria at 
Amer, 949). Eleventh-century buildings in Catalonia and 
Burgundy belong to what M. Puig i Cadafalch has called the 
first Pvomanesque art, which is characterized by building with 
small stones, and by an external decoration of small arches 
resting every so often on flat pilasters (the l^ombard band or 
levenae). These characteristics are found in a much vaster 
area, including in France lower Languedoc (church of Saint- 
Martin de Londres, Herauk), the Rhone valley, and Savoy 
(the church of Aime), as well as the Rhine valley and Lom- 
bardy. But among these, innovations can be found as often as 
the older styles. 

Eleventh-century Burgundy saw the construction of three 
buildings of the first quality - Ciuny, Saint-Benigne at Dijon, 
and Saint-Philibeit at Tournus, Unfortunately the first two 
have not survived. The great church of Saint-Benigne at 
Dijon (consecrated about 1018) was a juxtaposition of a 
basilica and a circular church, on the pattern of Constantine’s 
Holy Sepulchre in Jerusalem. The basilica, only the aisles of 
which were vaulted, had already disappeared by the thirteenth 
century; the circular church survived until the Revolution. It 
was a large building covered by a dome and surrounded by 
two ambulatories with barrel and groin vaults, and two 
storeys of galleries. Ciuny, the greatest abbey of medieval 
France, had three successive churches - Ciuny I, dedicated to 
St Peter and St Paul in 91 3, 916, or 917 ; Ciuny II (Saint-Pierre- 
le-Vicux), built by Abbot Mayeul in the last quarter of the 
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tenth century; Cluny ITT, undertaken by St Hugh from 1088. 
Cluny 11, already very important, had an east end with seven 
parallel apses, giving on to both the transept and the choir, a 
non-vaulted nave, a two-storeyed narthex almost as long as 
the nave, with a lower storey certainly vaulted with groined 
vaults. Doubtless this was an imitation of Saint-Philibert at 
Tournus, which is still to-day the finest example of the science 
of the Burgundian builders in this period. It is a complex 
structure of uncertain chronology. The narthex, which be- 
longs to the early eleventh century, also has two aisled 
storeys, of three bays each; on the ground floor, the groined- 
vaulted nave is flanked by transverse barrel- vaulted aisles; 
over the upper storey, the aisles have half-barrel vaults. The 
nave, at the time of its consecration in 1019, was covered by 
an open timber roof, but in the second half of the century it 
was given a roof made up of a succession of transverse barrel 
vaults, balancing each other like the arches of a bridge. The 
small Burgundian churches, less often altered, have been 
better preserved than the large ones. There is, in particular, 
between Tournus and Cluny, a whole group of small vaulted 
buildings of the eleventh century - Chapaize, Uchizy, Farges. 
Further north, at Chatillon-sur-Seine, is the charming church 
of Saint- Vorles, of about the year 1000, an interesting example 
of a church with a westwork (western portico). 

One of the most active regions in the Middle Ages was 
Normandy, especially from the tenth century onwards and 
the establishment of the Normans in France. The importance 
of Norman Romanesque architecture is even greater than the 
surviving monuments would lead us to believe, for many of 
those which now have a Gothic appearance passed through 
a Romanesque period. The great age of Norman Romanesque 
architecture is the eleventh century. This is the period of 
the great abbeys and cathedrals - the abbey churclics of 
Jumi^ges (1057 -67), Bernay (begun before 1049, consecra- 
ted before 1077), Fecamp (1082-99), Saint-Ouen at Rouen 
(begun in 1060), Samt-fitienne at Caen (Abbaye-aux-Hommes, 
begun about io6j|, consecrated in 1077), La Trinite at Caen 
(Abbaye-aux-Dames, 1062-6), Mont-Saint-Michel (1032-4), 
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and the cathedrals of Coutances (nave consecrated in 1056 and 
the whole in 1091), Bayeux (1077), and fivreux (1076). With 
the eleventh century, Norman Romanesque art had almost 
reached the end of its course, for most buildings after this 
adopted the cross-ribbed vault and the Gothic style. 

Paradoxical though it may seem, Norman Romanesque art 
has only recently become well known. It was long assumed 
that it knew nothing of ambulatory or radiating chapels; to- 
day we know that these existed in the cathedrals of Avranches 
and Rouen, in the abbey churches of Fecamp, jumieges, and 
Mont-Saint-Michel. The disposition of Norman churches, 
which is highly varied, often consists of three storeys; nave, 
arcade, gallery (or triforium) and clerestory. There were 
galleries at Saint-Etienne at Caen, Cerisy-la-F6ret, and 
Fecamp; a triforium (a small arcade gallery or even a blind 
storey) at Bernay, Mont-Saint-Michel, Lessay, and La Tri- 
nite at Caen. Finally, it was supposed that in the case of 
covering, Norman architects remained faithful to the open 
timber roof until the mid twelfth century and that when they 
began stone vaulting they used the cross-ribbed vault straight 
away. That most of their churches had only open timber roofs 
is correct. But in La T'rinite at Caen, the choir had groined 
vaults from the first. At Saint-fitienne in Caen it was probably 
a groined vaulting rather than a wooden ceiling which was 
replaced by rib-vaulting in the twelfth century; the same 
applies to La Trinite at Fecamp. It may be added that, in the 
very special arrangement of masses (towers on the west front 
and lantern-tower at the crossing) as in the very sober charac- 
ter of the decoration, based essentially on geometrical 
elements (tangent or intersecting circles, chevron and em- 
battled ornament;, Normandy is the province which from this 
period presented the most original aspect. 

The middle Loire, particularly Touraine, possessed one of 
the most venerated of French sanctuaries, Saint-Martin at 
Tours, where, at the end of the tenth century, appeared an 
element of major importance for the Romanesque plan: the 
ambulatory with radiating chapels. The countryside, which 
had suffered heavily from the Norman invasions, began to 
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rebuild the moment peace was re-established. Technical in- 
novations were not lacking, encouraged by the soil’s abund- 
ance in materials. We have already mentioned the limestone of 
Touraine, the soft light tufa. Experiments began from the end 
of the tenth century, at Reignac and Langeais (Saint-Jean- 
Baptiste), as yet very humble churches: at first, particular 
parts of the building were vaulted, the choir, the crossing, and 
the narthex (Saint-Mexme at Chinon, first quarter of the ele- 
venth century). The porch of Saint-Benoit-sur-Loire, further 
upstream, with its two storeys and nine groin-vaulted bays, 
probably goes back to 1026. In any case, the church of Saint- 
Gilderic at Lavardin (Loir-et-Cher) was certainly vaulted in 
stone from 1042, and was the first example of this in central 
France. The dome was also made the subject for experiments. 
Four-sided domes with cruciform ribbing - prelude to the 
cross-ribbed vault - were launched a little later, about 1060, 
almost simultaneously at Loches (collegiate church of Saint- 
Ours) and at Cormery. Touraine had accomplished so great a 
feat in the eleventh century that she had almost nothing more 
to do in the twelfth. 

In the second half of the eleventh century completed build- 
ings appeared which were to serve as prototypes for the main 
Romanesque period - Saint-Savin-sur-Gartempe, Montier- 
neuf at Poitiers, the choir of Saint-Benoit-sur-Loire with its 
double transept, which is an anticipation of Cluny III. Above 
all, from the third quarter of the eleventh century, we see the 
creation of the most perfect type of Romanesque church, the 
pilgrimage church, with barrel-vault on transverse ribs for the 
nave, galleries over the side aisles, and an ambulatory with 
radiating chapels. Wc find it at Sainte-Foy at Conques 
(Aveyron), built under Abbot Odolric (1039-65) by Master 
Hugh, which has all the value of a prototype (pi. 8b). It 
existed in Saint-Martial at Limoges (1063-96), which w’as 
destroyed during the Revolution. We find it again at Saint- 
Etienne at Nevers, completed in 1097, which also has direct 
lighting in the na\ e, an advantage and boldness lacking in the 
Other buildings of the series. 
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Tie Twelfth Century 

The flowering of the Romanesque style in the twelfth century 
is magniflcentiy varied. Some have tried to make its different 
aspects coincide with the geographical divisions of France and 
attempted to set up a map of the regional schools of Romanesque 
architecture. The multiplicity of these attempts, the extra- 
ordinary jig-saw puzzles that have been produced, the en- 
claves, the overlapping and the inlets, are so many proofs that 
this approach to the problem was wrong. A geography of 
Romanesque architecture can be no more than a simplified 
method of presentation. There are general types which are 
found all over France and even outside her boundaries. We 
can only be certain that some great monuments have exerted 
a strong influence in the country around them, but generally 
within a restricted perimeter. 

It is these general types which wc must concentrate on 
recognizing. If we leave aside the churches which kept to the 
open timber roof and which are found mostly in the east 
(Dugny, Meuse; pi. 7), or those which already belong to the 
Gothic style, the Romanesque churches of the twelfth century 
can be divided into three main groups: (a) churches with 
barrel vaults or groined vaults without galleries in the aisles ; 
(b) churches with barrel vaults or groined vaults with galleries 
in the aisles; and (c) churches vaulted with a series of domes. 

This classification does not correspond to any geographical 
division. But within the first of these groups, the more fre- 
quent reappearance of certain arrangements of detail, particu- 
larly the decorative vocabulary and the sculpture, allow us to 
establish subdivisions which may correspond to provinces. 

5 I. CHURCHES WITHOUT GALLERIES. WITH 
BARREL OR GROINED VAULTS 

'This is the largest group ; it is here that one can most easily 
recognize family resemblances, notably in the churches of 
Burgundy, Poitou, and Provence. 
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BURGUNDY. The variety of structure in Burgundian 
churches, now brought clearly to light by Charles Oursel, has 
definitely dismissed the theory of regional schools of Roman- 
esque architecture. There are in the twelfth century two or 
even three types of Burgundian Romanesque churches, each 
of which has a great building as prototype. 

(a) Tbe Clmy Group, Nave and aisles are of unequal height 
and the nave has direct lighting. The nave has a pointed 
barrel vault and the aisles have groined vaults. The elevation 
is one of three storeys - nave arcade, triforium, clerestory. Its 
prototype was the great church of Cluny III, begun by St 
Hugh in 1088, consecrated in 1095 before its completion and 
then again in 1131. With St Peter’s in Rome it was the largest 
building in Christendom. It was demolished in 1810. Certain 
details of its grandiose plan were peculiar to it alone (narthex, 
double aisles flanking the nave, double transept, ambulatory 
with five radiating chapels). But its structure and system, as 
well as its decoration full of echoes from classical Roman art 
(fluted pilasters, superimposed orders) served as models for 
a whole series of Burgundian churches - Paray-Je-Monial 
(contemporary with Cluny and built in imitation of it), 
Saint-Andoche at Saulieu (1119), the cathedral of Autun 
(1132, pL 8a), Notre-Dame at Beaune; the cathedral of 
Langres (ii 50-1 220; the nave already has ribbed vaults). 
Certain Cluniac reminiscences (fluted pilasters) may also be 
seen in the Bourbonnais at Saint-Menoux and Souvigny. 

(b) The Ye^elay Group, The church of the Madeleine at 
Vezelay, although it also has nave and aisles of different 
heights and direct lighting in the nave, is noticeably different 
from the first group. The pointed barrel vault gives way to 
the groined vault; the triforium disappears and the elevation 
is simplified to two storeys. We no longer find either fluted 
pilasters or superimposed orders. The building of Vc^clay was 
undertaken from 1096 onwards; two consecrations took 
place, in 1104 and 1132. The choir was rebuilt in the Gothic 
manner in the second half of the twelfth century. Perhaps 
V^zelay itself may have had as its model the church (destroyed 
in 1793) of Saint-Martin at Autun; indeed this group is some- 
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times known as ‘the Martinian churches’. It includes also the 
church of Anzy-le-Duc, the two churches of Saint-Martin and 
Saint-Lazare at Avallon, as well as Saint-Philibert at Dijon 
(about 1150). The system of groin-vaulted naves, relatively 
rare, was to be taken up again a little later in the Rliinc valley, 
notably at the church of Maria-Laach. 

(c) Tbe Group mthout Clerestory, Finally, in a last group of 
Burgundian churches, nave and aisles are almost of the same 
height, so that direct lighting of the central nave becomes im- 
possible. This is the case in the Cistercian church of Fontcnay 
near Montbard (1139-47), Notre-Dame at Chatiilon-sur- 
Seine, etc. The plan of Fontenay also offers certain peculiar- 
ities which characterize the Cistercian Order, notably the 
square east end and the rectangular shape of the small chapels 
opening off the arms of the transept. 

It may be added that over and above these structural differ- 
ences there are certain characteristics common to the majority 
of Burgundian churches; the cross-sections of moulding, 
numerous borrowings from Roman antiquity in the decora- 
tion, and the richness of their sculpture, especially in the mag- 
nificent tympana, except in the Cistercian churches which 
remain deliberately poor and bare. 

POITOU. In the area watered by the left bank tributaries of 
the middle Loire (Cher, In dre, Vienne), Poitou and Berry, from 
which Saintonge cannot be separated, continue during the 
twelfth century the lovely series of buildings inaugurated at 
Saint-Savin-sur-Gartempe. Most of these churches have their 
balance assured by the equal height of nave and aisles, 
covered by a single roof; but this cannot be regarded as a 
local characteristic, in the first place because it is an extremely 
general formula, as easily found in Spain and Germany as in 
France, and, above all, because a number of Poitou churches 
are different. Some of them have no aisles. Others are vaulted 
with a series of domes (Saint-Hilairc-le-Grand at Poitiers). 
And finally, even in the churches with nave and two aisles, 
the disposition may vary: groin- vaulted aisles (Poitiers, 
Notre-Dame-la-Grandc; Chauvigny); aisles with half-barrel 
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vaults (Preuilly; Saint-Eutrope at Saintes); aisles with trans- 
verse barrel vaults (Saint-Gautier, Indre). 

It is better to look for the family resemblance (a) in the com- 
position of volumes: plans with ambulatories and radiating 
chapels are translated into magnificent pyramids, in most 
cases crowned by a high tower at the crossing ; (b) in the use 
of arcading not only outside (east end of Chauvigny; fa9ade 
of Notre-Dame-la-Grande), but inside, where they form a 
kind of triforium (example set by Saint-Benoit-sur-Loire) ; (c) 
in the disposition of the sculpture, found here on capitals as 
everywhere else, but tympana are seldom found in the door- 
ways, the effort being concentrated on the voussoirs of the 
arch, with no fear of imposing the most extraordinary 
distortions on the human figure to enclose it within the frame 
of a keystone. These churches also have in the interior ex- 
tremely large free surfaces, ideal for painting, and indeed 
Poitou preserves some of the loveliest of Romanesque 
frescoes. 

PROVENCE. The Romanesque churches of Provence have 
in common first of all the simplicity of their plans. Several, 
even among the largest, have no aisles (Avignon, Notre-Dame- 
des-Doms, 1069, rebuilt in the twelfth century; cathedral of 
Digne). Those which have aisles have no trace of an ambula- 
tory, finding three parallel apses sufficient (Vaison; Saint- 
Paul-lrois-Chateaux). Another common point is the simpli- 
city of their lines, for they prefer above all straight lines and 
right angles. The bell-towers are square and sturdy. An east 
end from Provence could never be mistaken for one from 
Burgundy or Poitou. Often the apses are polygonal (Cavail- 
lon; Saint-Paul-Trois-Chateaux) dominated in any case, and 
without transitional interruption, by the mass of the nave 
whose flat roofs underline the almost cubist effect. Finally, 
they are alike in their decoration, the nearest to Roman 
antiquity, if not to classical Greece, in all France - geometrical 
motifs (ovoli, the Greek key-pattern, beads, meanders) which 
seem to have come straight from the Ercchtheum; and rather 
heavy, thick-stemmed floral motifs. More than one feature 
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from antique temples reappears even in the panels reserved 
for narrative sculpture, the triangular pediments of Saint- 
Restitut, Saint-Gabriel, or Notre-Dame-des-Doms at Avig- 
non ; and the friezes on columns at Arles or at Saint-Gillcs in 
Languedoc. 

5 II. CHURCHES WITH GALLERIES 

We have already met, as early as the eleventh century, churches 
with a gallery over the aisles, in Normandy (Saint-fitienne at 
Caen), in Central France (Sainte-Foy at Conques and Saint- 
fitienne at Nevers). These buildings constituted an important 
series in the centre and south during the twelfth century. 
Some ten of them can be found in the Puy-de-D6me country 
(Notre Danie-du-Port at Clermont-Ferrand, Orcival, Saint- 
Nectaire, Issoire); then this type spread south via Beaulieu 
(Correze), Figeac, Saint-Sernin at Toulouse, and as far as 
Santiago de Compostela, so that they are often called pilgrim- 
age churches. All have an ambulatory and radiating chapels and 
generaUy, over the crossing, a bell-tower resting on a dome. 
But they also show appreciable differences in the arrangement 
of masses and decoration, even in the disposition of the gallery 
and its opening over the nave. The masterpiece is Saint- 
Sernin in Toulouse (choir consecrated in 1096; work con- 
tinued until the mid twelfth century). The plan, with its double 
aisles, great transept with two small apses on each arm, and 
large ambulatory with five radiating chapels, is exceptionally 
spacious. Quite apart from its magnificent sculpture, Saint- 
Sernin attracts us by its architectural perfection, the balance 
of the lines of the interior, the superb pyramidal composition 
of the east end, dominated by a fine octagonal bell-tower, the 
prototype for all future bell- towers in Toulouse. 

5 III. DOMED CHURCHES 

A last group of Romanesque churches includes those in which 
several domes unite to cover the nave. They would form quite 
a homogeneous series in the three provinces of Qucrcy, 
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Perigord, and Angoumois, had not some important buildings 
escaped a considerable distance from this geographic back- 
ground: Saint-Hilairc at Poitiers, Solignac in the Limousin, 
and the cathedral of Le Puy. 

The oldest building in the Quercy-Perigord-Angoumois 
group seems definitely to be the cathedral of Cahors, conse- 
crated in 1 1 19 (pL 9). It is the simplest in plan - a nave of two 
bays, two domes (Gothic choir). Similarly, the church of 
Saint-fitienne at Perigueux, of the mid twelfth century, was 
no more than a succession of four squares covered by four 
domes. The plan is slightly complicated at Souillac, Solignac, 
and the cathedral of Angouldme where a transept appears 
with domes again over the arms (three at Souillac, four at 
Solignac, five at Angouleme). All these are set on pendentives 
and the buildings have no aisles. This means of covering has 
evidently been chosen to obtain the greatest uninterrupted 
space possible. There is no direct echo here of Byzantine 
buildings. Saint-Front at Perigueux - Greek cross with aisles, 
covered with five domesi| is almost the only imitation on 
French soil of St Mark's, Venice, and the Holy Apostles at 
Constantinople (its date is disputed; probably 1120-70). 

Saint-Hilaire at Poitiers and the cathedral of Le Puy have 
domes on squinches and Latin-cross plans with aisles. Saint- 
Hilaire (eleventh-century building, roofed about 1130) even 
has triple aisles. The cathedral of Le Puy is the most impor- 
tant of the scries. Its nave is covered by a series of six domes 
on squinches. The oriental influences are easily discerned here, 
in the structural technique as in the decoration, but they were 
transmitted by the Arabs. 

If this picture of twelfth-century French architecture is not 
complete, if it misses out such important provinces as Nor- 
mandy or the Ile-de-France, it is because at this time they had 
outgrown and, in its essentials, abandoned Romanesque for 
Gothic or at least for rib vaulting. Their main buildings are a 
mixture of E.oftianesque traits and rib-vaulting, but, even thus 
defined, they must be studied together with the Gothic to 
which they gave birth. 
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III, Gothic Churches 

The Gothic style was that which in western Europe succeeded 
the Romanesque, from which it was derived. 

Characteristics and divisions. How can a Gothic church be 
recognized? The pointed arch was first put forward as a 
criterion. This is a mistake,, because there are purely Roman- 
esque churches - notably in twelfth-century Burgundy, as 
we have seen - which already have pointed arches; on the 
other hand certain Gothic churches of the sixteenth century, 
such as Saint-Eustache in Paris, have round-headed arches. 
Then came the rib-vault, in which two or more intersecting 
arches are thrown below a vault. It must be recognized that 
this form was used in Armenia and Lombardy, and even in 
England and Normandy, in buildings that were by no means 
Gothic. If a technical definition is needed, it must include at 
least the association of the rib-vault and the pointed arch, 
allowing for exceptions in late examples like Saint-Eustache. 
Some would add the flying buttress, but this is nonsense, 
since many Gothic churches have none. The formula seems 
insufficient, because Gothic is less a technique than a style, 
that is to say a spirit rather than a certain number of pro- 
cesses and forms. It differs from the Romanesque not only 
by the ribbing of its vaults and the outline of its arches, but 
by an upward thrust which is often called verticality; by the 
spirituality expressed in the predominance of void over solid ; 
by a very plentiful decoration which tends more and more to 
escape from the architecture and live its own life ; and finally 
by the naturalism of this decoration, where real and familiar 
objects replace the stylization and geometrical patterns of the 
Romanesque. Such are at least the characteristics of the Gothic 
buildings which eventually served as prototypes for others, 
those of the north of France. They are found elsewhere, less 
characteristic, but sufficiently to prevent a Gothic church 
being taken for one that is Romanesque. 

The perfection of this style was not achieved all at once. 
Wc have to distinguish at least the following four periods: 
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Twelfth-century style^ in which Gothic hesitated to detach 
itself from Roinanesque. 

Thirteenth-century style, where the structural character- 
istics, as we have described them, were gradually clarified, 
while the sculptural decoration still remained subordinated to 
arcliitectural domination. 

Late medieval style, where the virtuosity of Gothic archi- 
tects reached its greatest development, but in which the 
decoration had a life of its own, independent of the architec- 
ture. 

Renaissance Gothic, where the medieval structure remained 
with new decorative elements borrowed from antiquity. 

Historical factors, Viollet-le-Duc saw in the great Gothic 
cathedrals the expression of an episcopal and communal art, 
the result of an alliance between the higher clergy and the 
communes ; and in the Romanesque a monastic art. He saw a 
contrast of secular and monastic art, and a popular if not 
actually lay character in Gothic buildings. The first Gothic 
cathedrals do in fact coincide with the first communal charters. 
Suger, to whom we owe Saint-Denis, freed the townspeople; 
but he was an abbot, not a bishop; on the other hand, the 
Bishop of Laon wqs on the worst possible terms with the 
commune of bis cathedral city. Above all, the first great Gothic 
structures, Saint-Denis, Saint-Martin-des-Champs, Saint- 
Gerniain-des-Pres, were monastic churches, and the chief 
propagators of the new art and the rib-vault were to be 
monks, the Cistercians. Hence we must reject the historic 
assimilations of Viollet-le-Duc. 

More worthy of attention is it that this is the period of the 
Crusades. Like them. Gothic cathedrals are a manifestation of 
enthusiasm, of a faith which sought to rind an outlet in action. 
St Bernard, co-founder of the Cistercian Order, also preached 
in the cause of the Second Crusade. Numerous documents 
attest to this extraordinary fervour. For example, at Saint- 
Denis when the columns extracted by the workmen had to be 
drawn away from the quarry ‘all the inhabitants of the place, 
noblemen and commoners, harnessed themselves piously to 
the ropes, like beasts of burden. . . . All along the way, leaving 
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their work aside, craftsmen ran to help transport these masses 
of stone, in order to merit the favours of God and the Holy 
Martyrs. . . , ’ It was the same at Chartres and elsewhere. 

Nevertheless the cathedrals are planned and organized 
works, due to the genius of one man and not to the creative 
instinct of the masses, as German Romanticism would have it. 
Their architects are beginning to be known by name. They in 
no way sought anonymity, but signed their works with a 
pattern of labyrinths, unfortunately almost all lost to-day. 


Tie Tmljth Century 

France did not invent the rib-vault, but she developed a style 
from Jt: she did not succeed at the first attempt, and it is in fact 
rather difficult to fix the moment at which the Romanesque 
building with rib-vaults gave place to the Gothic building. 

The earliest experiments took place from the end of the 
eleventh and the beginning of the twelfth century, in Nor- 
mandy and England. Indeed, Normandy, after having 
conquered England (1066), had become a province of her 
conquest and remained so until the beginning of the thirteenth 
century. We have noted her inventive spirit and her fine 
Romanesque buildings, characterized by their galleries, alter- 
nating supports, their facades framed between two towers, a 
lantern over the crossing, and covered sometimes with an open 
timber roof and sometimes with groined vaults. In the second 
half of the elcvench century, in the cathedral of Bayeux, two 
arches keyed under the dome of the lower room of the north 
bell-lower already offer the principle or at least the appearance 
of the rib-vault. The Anglo-Norman architects were the first 
to apply the system to a building as a whole, without, however, 
grasping its advantages or understanding its consequences: 
the opening up of the walls and the lightening of the masonry. 
The example was doubtless set in England itself, by the cathe- 
dral of Durham, begun in 1093 ; choir, transept, and nave were 
vaulted in turn and the building must have been complete 
with its pointed arches in 1135. Elsewhere, about the same 
time, the work of rebuilding after collapse or fire afforded the 
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opportunity of applying this process to various parts of the 
cathedrals of Winchester, Peterborough, and Gloucester. 

But French Normandy is more important than English 
Normandy in the development of French architecture. She 
was by no means backward. At Jumieges the chapter-house of 
the abbey, a rectangle 30x40 feet, was rib-vaulted between 
1 1 01 and 1 109 at the latest, and in this period can most likely 
be placed the rib-vaults, very similar in profile and design, 
of the choir of the old church of Saint-Paul at Rouen and the 
central tower of Duclair. Throughout Normandy churches 
are partly roofed in this way. But what great building can we 
name as being the first to be entirely covered with rib-vaults ? 
Perhaps the abbey of Lessay (Manche), which still exists, the 
choir of which received the body of its founder’s son in 1098. 
Choir and transept at Lessay have thick cross- vaults with roll 
mouldings, tapered gradually at the ends, linking up rather 
clumsily with the outside wall. The nave, which came later, 
has a different type of moulding, more complicated and with 
more happily calculated springings. The building remains 
none the less Romanesque in its masses, its round-headed 
arches, the absence of wall ribs and flying buttresses, and in 
all its decoration. The elevation is of three storeys, with a 
false triforium and a gallery with a passage running at the foot 
of the windows (pi. 12a). The cathedral of fivreux, rebuilt in 
1 1 19, also seems to have had rib-vaults, if we judge by the 
form of its supports. The Abbaye-aux-Hommes and the 
Abbaye-aux-Dames at Caen, from the first half of the twelfth 
century, also offered the perfect type of the rib- vaulted church, 
this time on another pattern - sexpartite vaults with six ribs 
instead of four. 

In the royal domain, the rib-vault, as formerly the barre) 
vault, was applied at first only to certain parts of buildings. 
The ambulatory of Morienval is held to be the first citamplc 
in the lle-de-Francc, about 1122; its T;ei y coarse ribs, of semi- 
circular cross-section, spring from capitals of purely Roman- 
esque tradition; the windows are round-headed and the bal- 
ance is assured by columnar buttresses (pi. 8b). Between 1130 
and 1130 similar applications of detail can be seen in a scries 
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of large and small churches north of Paris. Their chronology 
is very difficult to establish ~ Rhuis, Acy-en-Multien, Cauffry, 
Belief ontaine, Saint-fitienne at Beauvais, in the Oise; in 
Picardy, Airaines, the bishop’s chapel at Laon, etc. In Paris, 
the choir of the important abbey of Saint-Martin-des-Champs 
was probably the first example of rib-vaulting in the city, 
about 1135-40 - the semi-circular form continues in the win- 
dows, combined with the pointed arches of the main arcade, 
and the general effect remains entirely Romanesque: on the 
other hand, stability is assured by wall-buttresses, the oldest 
in France. In the collegiate church of Poissy, unhappily 
restored in the nineteenth century by Viollet-le-Duc, the nave 
seems to have had rib- vaulting about 1140. 

5 THE 1140 GROUP 

A few more important buildings undertaken simultaneously 
about 1140 reap the benefit of these experiments. They differ 
from one another. They hesitate over the form of arches, over 
the arrangement of the storeys (three or four) whether with 
gallery or triforium, and over the method of buttressing. Each 
has the value of an experiment. But the Norman influence was 
felt everywhere. 

In the royal domain, the cathedral of Sens was perhaps the 
first great church entirely covered with rib-vaults. It keeps 
the alternation of supports and the sexpartite vault of Nor- 
mandy. The elevation is in three storeys and the gallery is 
replaced by a triforium. This was already the case in certain 
Norman Romanesque churches (Mont-Saint-Michel) and no 
doubt in the Gothic church of Poissy. It is the formula of the 
future, that of the great cathedrals of the thirteenth century. 
In the meantime, it was not found elsewhere save in the cathe- 
dral of Canterbury, a work by the same architect. In France 
the gallery remained throughout the second half of the 
twelfth century, at least in the cathedrals; only some abbeys, 
like Saint-Germain-des-Pres or Vezelay, gave preference to 
the triforium. 

Saint-Germer-de-Fly (Oise) offers a more complicated 
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arrangement, but one which was to become popular later: 
gallery and triforium superimposed raise the elevation to four 
storeys. An important innovation is the quadripartite vault 
and identical supports, yet another the flying buttresses 
masked in the roofing of the gallery. Moreover, the rib is 
used only for the nave and aisles, while the galleries still 
have groined vaults. The round-headed arch persists side by 
side with the pointed arch. The chevron motif in the decora- 
tion is once again indicative of Norman influence. Saint- 
Germer was to have a more modest replica a few years later in 
the delightful church of Chars. 

The rebuilding of Saint-Denis by Abbot Suger was the 
most famous of these experiments, but it is difficult to assess 
its influence. The work of Suger has been almost entirely 
destroyed, partly in the thirteenth century, when Pierre de 
Montereau rebuilt the nave, partly in the nineteenth century 
with the restoration of Viollet-le-Duc. We know - thanks to 
the eloquent commentaries of Suger himself - the chronology 
of the building. Work began about 1137; it was concentrated 
at first on the fa9ade and the choir, the solemn dedication of 
which took place in 1144 before an assembly of prelates. Then 
Suger turned to the nave. He did not set himself up as an in- 
novator, declaring, on the contrary, that he searched all 
around him to select the best elements. Only the facade (very 
much restored), the narthex, the crypt, and the plan of the 
ambulatory may be considered as belonging to the twelfth cen- 
tury. The two bays of the narthex and their aisles all have rib- 
vaults, each one different from the rest; the aisles are covered 
by a gallery, a direct echo of Normandy, as is the chevron 
decoration. As at Saint-Germer, the round-headed openings 
are combined with the pointed form of the nave arcades. Of 
the arrangement and structure of the nave we know nothing. 
Were there three or four storeys? Alternating 01 identical 
supports? Sexpartite or quadripartite vaults? Around the 
ambulatory are five contiguous radiating chapels, inter- 
communicating as at Avranches or at Fecamp. Each is lit by 
two windows - hence the additional rib in the vault, making 
a total of five. This peculiarity reappears in a certain number 
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of churches, whence some writers have tried to establish 
a ‘Dionysian family’. It is found, notably, in the cathedral of 
No3^on, begun about 1145. But, on the other hand, the eleva- 
tion of Noyon is of four storeys (gallery and triforium super- 
imposed); the original structure had sexpartite vaults and 
alternating supports. It is not known whether these features, 
much more important than an additional rib in the vaulting 
of a radiating chapel, were borrowed from Saint-Denis. 

5 THE SECOND HALF OF THE TWELFTH 
CENTURY 

(a) T/je Roja/ Domain. In the second half of the twelfth cen- 
tury the rib vault spread throughout France; it was treated 
differently in the various regions, and we can speak in this 
period of several provincial families - the royal domain, the 
Plantagenet domain, and the Cistercian group. 

The north remained the most important centre, with the 
great cathedrals of Noyon (begun about 1145), Senlis (begun 
about 1135), Laon (begun about 1 1 5 5-60), Paris (begun 1163), 
and Soissons (begun about 1180). They have in common the 
sexpartite vault and the gallery over the side-aisles, but each 
possesses its own peculiarities and its distinct physiognomy. 

The two most impoitant buildings are Laon and Paris. The 
cathedral of Laon, begun a little before that of Paris, recalls 
the cathedral of Tournai in the disposition of its masses - two 
towers on the fa9ade, two towers on each arm of the transept, 
and a high lantern-tower over the crossing - seven in all. 
The original plan included a large transept with a chapel in 
each arm and a choir with ambulato*ry, but without radiating 
chapels. The interior disposition, like that of Noyon and 
Tournai, is of four storeys, including both gallery and tri- 
forium. But the respective parts have found their equilibrium; 
the proportions and design of the bays are harmoniously de- 
fined; above all, the walls begin to open up and the light of 
day to penetrate into the church. Still more original is the 
fa9ade : at the base there are three deep porches ; higher up, a 
rose-window (the fiist of its kind), the two towers (183 feet 
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high), square at the base and ending in an octagonal belfry; 
on the sides, colossal figures of oxen reminiscent of the teams 
which served to hoist the building materials up to the hill 
(pi. 1 6b). This facade founded a school; it was imitated at 
Reims and in several German cathedrals, notably at Bamberg. 

The cathedral of Paris (pi. 12b), a little later, begun in 1163 
by Bishop Maurice de Sully, keeps all its originality. But the 
present building, considerably transformed in the thirteenth 
century, differs very much from that of the twelfth century. 
Yet in its essentials the original plan remains: it is charac- 
terized by double aisles, the absence of a projecting transept, 
and the double ambulatory; but it had no radiating chapels, 
those which we see to-day being later additions. The interior 
arrangement, eliminating the triforium, is reduced to the 
gallery alone; yet the four-storey principle is present in the 
subdivision of the window stage - a small rose-window sur- 
mounted by a second window ; later on they were merged into 
a single larger window, but Viollet-le-Duc re-established them 
in the bays nearest the transept. Nave and choir keep the sex- 
partite vault in the main body, but give up the alternation of 
supports, which are all thick monocylindrical columns with 
powerful crocket capitals. The aisles, on the contrary, com- 
bine, rather illogically, the quadripartite vault and alternating 
supports. A particularly original solution is the vaulting of 
the double ambulatory by a series of triangles. The master 
builder, in this case, was sufficiently sure of his technique to 
raise his main vault much higher than those that had preceded 
it: 104 feet to the 80 feet of Laon; this is the beginning of an 
upward growth which was to continue for a whole century, 
the century into which the Gothic art of northern France was 
t('/ put its best effort. The facade alone, built in the first years of 
the thirteenth century, has not changed. It has preserved the 
sturdiness of Norman Romanesque fagades, with their double 
system of vertical and horizontal divisions; solidly framed 
between two towers, its H-shaped form has a classical and 
well-balanced look, in contrast with the romanticism of the 
cathedral of Laon. 

The cathedral of Paris naturally served as protot5rpc for 
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a certain number of churches in the royal domain, which are 
more or less reductions of it (Mantes, Arcueil, Santeuil), and 
also for two great cathedrals, Bourges and Le Mans. The 
cathedral of Bourges, begun about 1190 by the archbishop 
Henri de Sully, brother of Maurice, is a sister to that of Paris, 
with its double aisles, double ambulatory, the absence of a 
projecting transept and (originally) of radiating chapels. The 
differences of structure are more marked, depending chiefly 
on the fact that the projected galleries were not executed; 
they are replaced by a simple series of openings. The five units 
rising in stages form a harmonious composition; the great 
vault is lighted from both sides by three rows of superimposed 
windows. The choir of the cathedral of Le Mans, begun about 
1220, prolonged the series into the thirteenth century. It re- 
calls principally the double ambulatory of Paris with its alter- 
nating square and triangular bays. The same arrangement may 
be found once more in Spain in the cathedial of Toledo. 

The cathedral of Laon also has its family. To it can be re- 
lated two fine buildings of Champagne : Saint-Remi at Reims 
and Notre-Dame at Chalons-sur-Marne. In 1162, the abbot of 
Saint-Remi altered the Fvomanesque nave of his church, 
covering it with rib-vaults. The arrangement of the new nave 
was the same as at Laon, with superimposed gallery and tri- 
forium. As for the choir, he entrusted its entire reconstruction 
to an architect whose name we do not know, but who may 
veil have been the same as at Notre-Dame at Chalons; 
there is the same plan in both and, at the entrance to each 
radiating chapel, two isolated columns allowing a square to 
be cut in the centre of each bay of the ambulatory. The fa9ade 
of the building, with its two square towers capped with spires, 
is very similar to that of Chartres. 

(b) The Plantagenet Domain. The strong vertical soaring 
which characterizes the cathedrals of the north is no longer 
found in the western provinces, Anjou and Poitou, which 
depended at the time on England, since they belonged to the 
territory of the Plantagenets. Their appearance remains thick- 
set and Romanesque. The rib-vault took on a special form, of 
v ery curved profile reminiscent of that of a dome, which has 
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been called a domical vault. This was used in the cathedrals of 
Angers and Poitiers. The elevation shows neither tribune nor 
triforium; the height of the building is practically equal to its 
breadth (pi. 1 3a). This characteristic of horizontality is even 
more accentuated in the cathedral of Poitiers by the fact that 
the nave and aisles are of the same height: it must be remem- 
bered that this was already a frequent feature of the Roman- 
esque churches in this region. Here, therefore, nothing is 
changed but the means of covering ; the arrangement and the 
feeling for space are the same. 

(c) The Cistercians and Burgundy, Burgundian Gothic architec- 
ture of the twelfth century represents a third type. It is domi- 
nated by the beliefs and personality of St Bernard, reformer of 
the Cistercian Order in 1 1 12 . 1 le believed above all in austerity 
and modesty. In contrast to the Benedictines and notably to 
Suger, St Bernard wanted no luxury, not even for the glory of 
God. The unrestrained soaring, the precipitous course of the 
great cathedrals towards the heavens, seemed to him a mark 
of pride. He was also guided by preoccupation with economy: 
economy of ornament - and all sculpture was banned; eco- 
nomy of materials - and very often in Cistercian churches wc 
see the pilasters cut half way down and resting on simple con- 
soles ; economy of line and masses - nothing but straight lines 
and right angles; this is what we have already found at Fonte- 
nay, but on this point his successors soon showed themselves 
less adamant; the thirteenth century often saw a return to 
complicated lines, curving ambulatories, and radiating chapels. 
The Cistercians adopted the rib-vault very early. It was to 
be found in the church (destroyed) of Citeaux, dedicated in 
1 148 ; it is found at Pontigny (about x 1 50), at Preuilly, at Noir- 
lac. The disciples of St Bernard, be.aring it with them beyond 
the borders of France, were to make it known especially in 
Italy (Fossanova, Casamari) and in Germany (Hcistcrbjch, 
1202, now in ruins but of the same plan as Pontigny ; Ebrach, 
etc.). The elimination of the triforium, and the reduction of 
the elevation to two storeys, were other Cistercian simplifica- 
tions. 

One fact however must prevent us from speaking of a Bur- 
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gundian Gothic, and that is the variety of Gothic buildings in 
the province. The Cistercian formulas did not conquer it en- 
tirely. In the old Benedictine abbey of Vezelay the Romanesque 
choir had to be rebuilt about ii6o. The plan, as at Saint- 
Denis, adds radiating chapels with five ribs to the ambulatory. 
But the elevation, as at Sens and Saint-Germain-des-Pres, is of 
three storeys with triforium. The stability of this work is 
assured only by a continuous, semi-circular wall. The work 
was clumsy, but the renown of Vezelay was such tliat it was 
imitated literally, with all its faults, in Spain by the architect 
of the cathedral of Avila. 

T/je Thirteenth Century 

The thirteenth century marked the zenith of Gothic art. It 
was then that there sprang up round Paris buildings charac- 
terized by their forceful upward movement, by the pre- 
dominance of voids over solids, by a more and more abundant 
and naturalistic decoration. These great structures tended to 
become prototypes for the rest of the kingdom; they merit 
special attention. But in the different provinces local pecu- 
liarities may be seen, and Languedoc in particular escaped 
their influence altogether, creating the most original variety 
of the Gothic style. 

5 iLE-DE FRANCE, PICARDY, CHAMPAGNE 

First to be set down are three great names - Chartres (work 
begun 1194); Reims (work begun 1210); Amiens (work 
begun 1220). Later, with Beauvais and the Sainte-Chapelle in 
Paris, came the Gothic called the ‘rayonnant* (radiating) style. 
There is no ‘rayonnant’ in England, except in the period (f. 
1245-1300) which used in the nineteenth century to be called 
‘geometrical’; no ‘perpendicular’ in France; but a close ana- 
logy exists between the English ‘decorated’ of the early four- 
teenth century and the French ‘flamboyant’. Sometimes the 
thirteenth century is divided into two periods: but this is a 
superfluous distinction - the ‘rayonnant’ style is no more than 
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the logical development and outcome of the style of the first 
part of the thirteenth century, while the latter had added to the 
Gothic style of the twelfth century elements which were not 
necessarily included in it. 

The general characteristics of the great cathedrals of the 
lle-de-Francc in the thirteenth century are as follows : 

(a) Few changes in the plan, except that the importance of 
the choir was marked more and more strongly and the num- 
ber of radiating chapels increased regularly - five at Chartres, 
five at Reims, seven at Amiens. Seven was the number to 
become most usual (Clermont-Ferrand, Narbonne, Beauvais, 
Cologne), though it was sometimes exceeded (eleven in the 
old cathedral of Orleans, thirteen at Le Mans). Twelfth-cen- 
tury cathedrals, like Paris, without radiating chapels, added 
them in the thirteenth century. The nave also was enriched by 
the addition of lateral chapels between the buttresses, the 
example for which was probably set by Paris in 1240. 

(b) The elevation was simplified, the three-storey system 
being finally adopted, the gallery being given up in favour of 
the triforium, a simple passage set in the thickness of the 
wall. The nave arcades now rested on complex pillars, the 
nucleus of which was still the column, but to which were 
added other smaller columns, running trom the floor to the 
springing of the vault. The capital was reduced to a carved 
band. Windows became even higher and wider; for the first 
time, at Chartres they took up the whole bay. From then on 
they had to be divided by muUions. in two or sometimes three 
parts. In the second half of the thirteenth century, at Amiens, 
a prolongation of the window can be seen behind the tri- 
forium. This pierced triforium seems to be the lower part of the 
V indow. In the end these two parts were united and this sim- 
plifying tendency resulted at the end of the Middle Ages in 
the disappearance of the triforium and the reducti^m of the 
elevation of the church to two storeys -- nave arcades and 
clerestory. The first example of this extension of window 
space was given in the thirteenth century by Saint-Urbain, at 
Troyes. 

(c) As for the vault, it was now only quadripartite; the bay 
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was no longer square, but irregular and rectangular; each 
nave-bay corresponded to an aisle-bay. 

Tbe Cathedral of Chartres. In 1 194 a fire destroyed the Roman- 
esque cathedral of Chartres, with the exception of the fa9ade 
and the belfry. The rebuilding began immediately. The vaults 
were completed in 1220, the portals about 1240, the porches 
about 1250. The solemn consecration took place on 17 Octo- 
ber 1260. The builders are unknown, though the work is of 
considerable historical importance. Gothic architecture, which 
we have seen hesitating between several systems, here took on 
its definite form with the characteristics which we have just 
indicated (pi. 6b). The nave soars straight to a height of izo 
feet; whereas at Sens, Noyon, and Paris the restraint of the 
Romanesque was still felt, art here rakes a decisive step to- 
wards its liberation from weight. A few technical details alone 
reveal inexperience or hesitation: the windows are broken up 
into two lancets, the flying buttresses heavily outlined. 
Nevertheless admiration was general, and almost immediately 
the cathedra] of Chartres was imitated in the choir of the cathe- 
dral of Soissons, completed in 1212, to which was soon added 
a nave in the same style, finished in 1225. The principal differ- 
ence is that at Soissons the pillar is flanked by only one small 
column. This creates an impression of extreme lightness, and 
although the cathedral at Soissons is no more than 1 00 feet high 
it seems the equal of the highest cathedrals. 

Tbe Cathedral of Reims. The cathedral of Reims, about 
fifteen years later than Chartres, replaced a Carolingian cathe- 
dral begun in 816, which lasted through the Middle Ages 
until it was burnt in 1210. Its rebuilding was begun almost 
immediately. The choir was erected between 1221 and 1241. 
Then the work slackened off in the second half of the thir- 
teenth century, so that the main fa9ade was reached only at 
the beginning of the fourteenth. The whole remained more 
or less intact until 1914; four years of bombardment then 
turned it into the ‘martyr-cathedral’. The names of the archi- 
tects were inscribed on the paving, in a labyrinth the drawing 
for which has been preserved; they were Jean d’Orbais 
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(1211-31); Jean Le Lonp (1231-47); Gaucher of Reims (1^47- 
55); and Bernard of Soissons (1255-90). To them must be 
added, for the fourteenth century, Robert de Coucy, who died 
in 13 1 1. The cathedral of Reims is without doubt that to 
which the general description outlined above applies most 
exactly. Certainly it has neither the poetry of Chartres nor the 
virtuosity of Amiens, but its architectural unity, its regular 
perfection make it the classic type of Gothic. 

TJbe Cathedral of Amiens, The history of the cathedral of 
Amiens is more complicated. Work began about 1220, ten 
years after Reims, directed in succession from 1228 to 1248 
by three architects, Robert de Luzarches, Thomas de Cormont, 
and Rcnard de Cormont; their names were registered in a 
labyrinth. They began with the nave, an unusual procedure, 
and it was ready for use in 1 236. The choir was completed about 
1250. The plan (475 feet long, 49 feet wide in the nave, 229 
feet wide at the transept, and 80,730 square feet in total area) 
represents the perfected type of the great Gothic cathedral, 
notably in the eastern apse (double aisles in the choir, ambu- 
latory of seven bays and seven radiating chapels) which was 
imitated at Beauvais, Cologne, Tours, Troyes, Antwerp, and 
by the group of five southern cathedrals, Clermont-Ferrand, 
Limoges, Narbonne, Rodez, Toulouse, as well as at Gerona 
and at Barcelona. The structure of the nave maintains the 
general characteristics of Chartres and Reims, with yet more 
boldness. The nave arcades rise uninterrupted to over 65 feet 
and the vaults to 14c feet. The windows, divided into four 
elements by very slender columns, fill the whole bay. But the 
choir shows an important innovation, which marks a turning 
point in the history of Gothic building. Burnt down in 
1258, the upper part had to be rebuilt. Then the triforium wall 
was pierced by windows, the various sections of which corre- 
sponded to and prolonged those of the main windows. The 
nave and choir of Amiens are thus like two wings of a 
diptych, on which can be read the synopsis of the whole 
history of French Gothic in tlie thirteenth century. 

The novelties of Amiens were imitated at Chalons-sur- 
Mamc (cathedral begun about 1230 to replace a Gothic 
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cathedral of the twelfth century), in the choir of the cathedral 
of Troyes (1208-1304; nave fourteenth century), at Saint- 
Sulpice at Faviercs, begun about 1250, a very fine building, 
though it has not the rank of cathedral (pL 13b). But its real 
offspring, which, moreover, carried the experiment to its 
extreme, was the cathedral of Beauvais, whose architects were 
harshly reminded of the existence of matter. The choir of 
Beauvais, begun m 1 247 with an open triforhim, was to rise 
to a height of 157 feet, say 16 feet higher than Amiens, with 
piers yet more slender and set wider apart. Completed in 1 272, 
in 1284 it collapsed. It was rebuilt with better materials, re- 
inforcing the structure with flying buttresses and adding 
intermediary pillars. Later, the steeple over the crossing, which 
soared to a height of 501 feet, collapsed also. The cathedral of 
Beauvais i emained unfinished. 

Two old buildings also were brought up to date after a 
century of existence - Saint-Denis and the cathedral of Paris. 
At Saint-Denis Pierre de Montereau rebuilt, with open tri- 
forium, great windows, and enormous rose-windows in the 
transept, the half-Romanesquc nave of Suger. At the Parisian 
cathedral, Jean de Chelles, in 1258, contented himself witli 
adding a bay to the north transept, but he closed it by a great 
rose- window which completely filled it. Pierre de Montereau 
did the same with the south. 

Two more modest churches consecrated this victory over 
matter. First of all in Paris, the Sainte-Chapelle du Palais, 
built between 1245 and 1248 : the upper storey, without aisles 
or flying buttresses, is no more than a glass screen. It again is 
the work of Pierre de Montereau (died 1267), who in his work 
at Saint-Denis, the cathedral of Paris, the Lady Chapel (no 
longer extant) at Saint-Germain-des-Pres, and perhaps that at 
Saint-Germain-en-Laye, shows himself one of the greatest 
architects of the thirteenth century. Above all must be remem- 
bered the church of Saint-Urbain at Troyes, in which not only 
do die voids triumph over the solids with dazzling facility, 
but a modification in the very elevation of the building can be 
seen, this time eliminating even the pierced triforium. Be- 
tween 1262 and 1266 the architect Jean Langlais reduced the 
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walls to a simple skeleton of stone and made the windows 
come down to ten feet from the ground. The flying buttresses 
were now no more than thin stays. Every part of the building 
was of extreme delicacy, fitted together like a carpenter’s 
joints. In technique, Gothic architecture was to go no 
further. 

5 THE PROVINCES 

The experiments carried out in the Ile-de-France, Picardy, and 
Champagne were exploited by the other provinces. We cannot 
follow them in detail here, or enumerate all the buildings. 
We shall restrict outselves to presenting two groups - Bur- 
gundy and Normandy. 

Burgundy borders on Champagne and could easily profit 
from her example. This explains why the church of Notre- 
Dame at Dijon, begun in 1230 and almost completed in 1251, 
though it was not consecrated until 1334, resembles the 
churches of the first half of the thirteenth century which we 
have mentioned, and notably the great church of Braine, 
which itself resembled the cathedral of Laon. To the more 
developed art of the late thirteenth century belong the nave 
and transept of the cathedral of Auxerre, the choir of the 
cathedral of Nevers (fourteenth century), which with its 
thirteenth-century nave presents the same contrast as the 
choir and nave of Amiens. The choir of Saint-Thibault-en- 
Auxois (late thirteenth century), with its two storeys of win- 
dows separated by an unlit triforium, but where in fact light 
comes down almost to the ground, filtered through the mul- 
lions which continue through the entire height, is midway 
between Saint-Sulpice at Favieres and Saint-Urbain of 
Troyes. The present nave of the cathedral of Saint- Jean at 
Lyons is, in great part, a reconstruction of the tliiitecnth 
century. 

Normandy, which in the twelfth century had set an example 
for the master builders of the royal domain, was recon- 
quered in 1 204 by Philip Augustus and from then on tended 
to merge into the pattern of Gothic architecture. It was in- 
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fluenced simultaneously by the monuments of the Ile-de- 
France and of Burgundy. However, its churches maintained 
certain characteristics peculiar to themselves, such as the 
square lantern-tower over the crossing, the sharply-pointed 
arches, the decorative system, and the deep and numerous 
mouldings. The cathedral of Rouen was rebuilt in the thir- 
teenth century; in the nave, above the main arcade, there are 
wide openings simulating a gallery, in reality open at the back 
on to empty space over the aisles. The church of La Trinite 
at Fecamp also replaced a Romanesque church. The nave, 
finished in 1219, still has galleries. South of the Seine, the 
finest of thirteenth-century Norman Gothic buildings are the 
cathedrals of Lisieux (rebuilt from the nave in 1170 and after; 
choir about 1226-35), Bayeux (Romanesque nave transformed 
at the beginning of the thirteenth century; choir after 1230), 
and Coutances (formerly a Romanesque cathedral; nave 1218- 
38 ; choir and transepts completed in 125 1 and 1274). The nave 
of the cathedral of Coutances had galleries now, walled 
up; the elevation of the choir is reduced to two storeys. The 
same applies to the nave of Bayeux. The case of Coutances is 
a good example of the complexity of the relations between the 
great Gothic buildings. Like Paris, Bourges, and Le Mans, it 
has two ambulatories and the composition of its choir shows 
singular analogies with the cast end of the cathedral of Le 
Mans, consecrated in 1254, without our being able to say 
which influenced the other. The system of the open triforium 
is represented in the province by two magnificent buildings - 
the cathedral of Sees (third quarter of the thirteenth century) 
and the church of Saint-Ouen at Rouen (work begun in 
1303). 

5 THE SOUTH OF FRANCE 

The rib-vault was known in the south almost as soon as in the 
north, but it was not then exploited in any way. It appeared 
in the porch of Moissac {1130-40); but its first important 
application was in the nave of the cathedral of Toulouse, re- 
built about 12 1 1. Gothic thus suffered a time-lag of nearly a 
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century here; this fact is linked up with the very success and 
very perfection of the Romanesque, which dispensed archi- 
tects from the need to search for other forms. Yet, when the 
moment came, they were capable of developing from the new 
formula highly original works which hold a considerable 
place in the geography of Gothic architecture. 

It is true that certain cathedrals were content to imitate those 
of the north. Bayonne, begun about 1260, is reminiscent of 
Soissons and Reims. The dominant influence was that of 
Amiens. We recognize it in the group of five cathedrals attri- 
buted more or less justifiably to Jean Dcschamps - Clermont- 
Ferrand (begun in 1248), Limoges (begun in 1273), the choir 
of Narbonne (begun in 1272), the choir of Toulouse (begun 
in 1275), Rodez (begun in 1277). The choir of the church of 
Saint-Nazaire (after 1270), at Carcassonne, is inspired by St 
Louis’ Sainte-Chapelle in Paris. 

But there are other buildings which in their structure and 
feeling for space are in open contrast with northern Gothic. 
They have no aisles and consequently no interior supports, 
the church is no moie than a great hall in which the priest at 
the altar is seen and heard from all points - a factor which 
greatly favoured the preaching of mmdicant orders, the 
Dominicans and Franciscans - and in which the buttresses 
simply mark along the walls sites for side-chapels. The nave 
of the cathedral of Toulouse, substituted for a Romanesque 
nave at the beginning of the thirteenth century, is already 
a great rectangle of 164x65 feet covered by three square- 
section rib-vaults. The span of these vaults (63 feet) con- 
siderably exceeds that of the northern cathedrals, but their 
height is very much less, since it is only equal to their breadth. 
I'he stability, the horizontal accent of the Romanesque is 
still maintained. Moreover Toulouse is not really the proto- 
type of the scries, since it has no side chapels or inwardly pro- 
jecting buttresses. The first examples seem to have been set 
outside France, in Catalonia, by the two churches of the 
Dominicans and Franciscans at Barcelona; so we must 
speak of Catalan rather than of southern Gothic. It is true 
that they draw largely also on Romanesque and Cistercian 
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Burgundy. In Languedoc the formula was to produce the 
three cathedrals of Saint-Bertrand-de-Comminges (1304), 
Perpignan (1324), and Albi (begun 1282, completed late four- 
teenth century). Less important but perhaps more character- 
istic are the parish churches of Toulouse (Notrc-Dame-du- 
Taur; Notre-Dame-de-la-Dalbade) and above all the churches 
of the numerous new towns springing up at this time (see 
below) in the district: the church of Notre-Dame at Ville- 
franche-de-Rouergue (1260, one of the first buildings of 
the series); those of Saint-Vincent and Saint-Michel at 
Carcassonne, the old cathedral of Mirepoix, the church of 
Beaumont -de-Lomagne. Examples can be found as far north 
as Montferrand (Puy-de-D6me). For a long time some of 
these buildings probably had only an open timber roof, such 
as we see to-day in the church of Lamourguie at Narbonne. 
The church of the Dominicans in Toulouse is also only a 
rectangular hall with an apse and side-chapels; but it is 
divided internally by a row of slender columns. In short, 
there were many churches in new towns and many churches 
belonging to the mendicant Orders. A common trait was that 
neither the one nor the other had much money to spend. And 
this, in fact, is a particularly economical formula for a church, 
which is another reason why the decoration of these buildings 
is generally extremely plain and almost completely devoid of 
sculpture (pi. 14). 


IV. The End of the Middle Ages 

The art of the late Middle Ages is generally called Flamboyant, 
The word comes from ‘^lame^ In the first place a Flamboyant 
building may be recognized by a tracery of certain windows, 
in which the opposition of curve to counter-curve reminds 
one of the undulating form of a flame. Its basic form is the 
ogee; others, more complicated, are known as dagger and 
falchion tracery. The Flamboyant system is not merely 
decorative. There are in it more important constructional 
characteristics : 
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The form of the arches: the depressed is substituted for 
the pointed arch. 

Tracery of the vault; supplementary ribs (ridge ribs, and 
intermediary ribs) bring greater complexity to the basic 
quadripartite rib-vault, transforming it into a star or even a 
labyrinth of ribs both curved and straight. Simultaneously, a 
consequence of the preceding remark, the outline of these 
vaults is lowered, nearing the horizontal, whereas increasingly 
heavy, moulded, and carved bosses hang from the summit. 

Capitals disappear and the ribs of the vault run directly 
down into the support, gradually losing themselves in it; and 
sometimes this support is reduced to a simple column (pi. i6a). 

The interior elevation eventually becomes reduced to two 
storeys - nave arcades and clerestory - through the suppres- 
sion of the triforium, a step already implied in the use of the 
pierced triforium. 

There has been much discussion about the origin of these 
characteristics. Enlart once saw in them an importation from 
England, a consequence of the Hundred Years* War. But the 
curve and the counter-curve, the ribs penetrating into the 
pillar, appeared as early as the thirteenth century in southern 
Gothic architecture, above all in the work of Jean Des- 
champs. In reality we have to consider not particular forms, 
but the very spirit of Flamboyant Gothic. It is dominated by 
two factors : 

(a) The perfection of a structural technique. Architects, 
certain of their skill, were attracted by virtuosity. There is no 
trace of decadence. The constructional quality is far from 
inferior; the buildings stand just as well. Preoccupation with 
logic was not even diminished, all the new elements can be 
justi€ed. 

(b) Prolific decoration, which exists primarily for its own 
sake; it is not functional or limited by constructional facLois. 
As has been noticed, the history of architecture reveals a sort of 
rhythm - first a flowering of decoration, then its total elimina- 
tion. Flamboyant Gothic is one of those periods in which 
the decorators had their revenge on the architects. The 
Baroque was to be another. 
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Examples of Flamboyant Gothic fill the fifteenth and even 
a good part of the sixteenth centuries, but we are now con- 
cerned with much less important buildings than previously. 
Numerous Parisian churches date from this time, a proof that 
religious fervour had not slackened - Saint-Laurent, Saint- 
Medard, Saint-Germain de Charonne, Saint-Nicolas-dcs- 
Champs, above all Saint-Germain PAuxerrois, Saint-fitienne- 
du-Mont, and Saint-Sevcfin. The latter, masterpiece of 
Parisian Flamboyant art, also retains, like several of its 
sister churches, an echo of the cathedral of Paris, with its 
double-aisled plan, triangular vaulting of the ambulatory, 
and the persistence of the triforium. In Picardy, it is 
Sainl-Riquier and Saint-Wulfram d’ Abbeville; in Champagne, 
the fine church of Notre-Dame-de-rfipine (1410-1524), 
a true cathedral in its spaciousness and worthy of Reims 
(pi. 17a). In Lorraine, Saint-Nicoias-du-Port; in the Lyons 
area, Saint-Nizier at Lyons; in the Bourbonnais, the cathedral 
of Moulins. In the Loire valley is the cathedral of Tours, 
also dating mainly from the fifteenth centur}^ 

Normandy is one of the richest provinces of France in Flam- 
boyant works. Many keep the tiiforium. The key works arc 
the church of Notre-Dame at Caudebec (begun in 1426), that 
of Saint-Maclou at Rouen (1436-1521), the choir of Mont- 
Saint-Michel, the church of Notre-Dame at Alen9on (pi. 15). 
Brittany completed at this time several of her great buildings 
begun at an earlier date: the cathedrals of Saint-Pol-de-I^on, 
of Treguier, of Quimper, but with a time-lag so marked that 
Breton architecture of the fifteenth century is still ‘Rayonnant’, 
the Flamboyant appearing only in the sixteenth century. 


V, The Sixteenth Century 

Gothic architecture persisted throughout the sixteenth cen- 
tury and even longer. During this century were built on the 
one hand churches absolutely similar to those of the fifteenth 
century, thus prolonging the Flamboyant Gothic, and on the 
other hand churches which, though retaining the plan and the 
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basis of Gothic structure (rib-vaults, flying buttresses) adopted 
several new elements of varying importance, but which, in 
the end, did not bring about a transformation of architecture, 
since this does not consist in a few new details here and there 
but in an ensemble of forms, and above all in a new spirit. 

What are these details ? First the supports : the substitution 
of the square pillar for the clustered column (Paris, Saint- 
Eustache) or the application of a pilaster to the column (Le 
Havre, church of Notre-Dame) ; in this way a flat surface is 
obtained which can be more conveniently decorated. Se- 
condly, the vaults: the insertion of a horizontal ceiling be- 
tween the ever more numerous ribs, which in no way implied 
a renunciation of the hanging keystone (Norman group); in 
the Loire region, the dome was substituted for the spire in the 
upper part of belfries. But these are only isolated details, scat- 
tered all over France, almost mere local variations. 

Decoration offers more, so much so that those historians 
who give it as much importance as construction, if not more, 
can speak of a new style. Transformation began from with- 
out. From 1530 onwaids, entire units, hallmarked by Italian 
or antique influence, were attached to Gothic buildings : in- 
ternally, in the enclosures of choirs or chapels, the rood- 
screens, the furnishings, stalls, or stained glass ; externally, in 
the portals. There is a revival of the round-headed arch as a 
frame for openings, a system of effects entirely based on the 
circle, which however does not always reject the heightening 
value of curves and counter-curves. Gradually, the geometry 
and schematization of the antique orders ousted the Gotliic 
naturalism and the Italianizing eflervescence; a pediment 
crowned the portals, suggesting the fa9ade of a temple or a 
triumphal arch; figures of Fame or Victory strengthened this 
idea of triumph, which held such a large place in the sixteenth 
century that it was possible for the Renaissance to Lc defined 
as a reversal of moral values, by which the hero was substi- 
tuted for the saint. 

We may illustrate by a few examples from various parts of 
France these two aspects of religious architecture in the six- 
teenth century. It would be possible to consider first the tradi- 
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tioiij and then the innovations; but to present them side by 
side in their regional setting will perhaps make the complexity 
and the slowness of their evolution more obvious. 

Paris shows it most clearly. Tradition won the day easily 
with Saint- Merry, Saint-Gervais, Saint-Medard, the essential 
parts of Saint-fitienne-du-Montand Saint-Nicolas-des-Champs. 
The innovations were represented in the rood-screen (now 
lost) of Saint-Germain-i’Auxerrois (1539-45), first product of 
the Lescot-Goujon collaboration, imitated half a century 
later in the rood-screen of the Cordeliers; by that of Saint- 
fitienne-du-Mont (mid sixteenth century), happily preserved; 
and above all by the fine side porch of Saint-Nicolas-des- 
Champs, already late in the century (1575), which reproduces 
a project of Philibert Delorme for a triumphal arch. To De- 
lorme we owe even more - an entire building, Saint-Eustache, 
a Renaissance work of major importance; it was begun about 
1530 on the initiative of Fran9ois I, but woik on it continued 
right through and considerably bej’^ond the sixteenth century. 
The imitation of Notre-Dame in Paris is evident; not only in 
che plan with its double aisles and double ambulatory, but in 
the elevation, which revives the three storeys of Notre-Dame, 
though with an open triforium to give more light. The 
decorative motifs are new and pleasantly homogeneous. It is 
the very rare example of a church in which all the parts strive 
towards a new appearance - round-headed arches, pillars 
flanked by small pilasters in which the three antique orders, 
Doric, Ionic, and Corinthian-Composite, are superimposed; 
the bays of the triforium separated by fluted pilasters with 
capitals; fluting and capitals on the exterior buttresses; the 
ornamentation of the portals. But this new facing covers a 
completely Gothic skeleton of rib-vaults and flying buttresses. 

The similarity of the decoration of Saint-Eustache to that of 
Saint-Maclou at Pontoise, the rebuilding of which seems to 
have been undertaken about the middle of the sixteenth cen- 
tury by Pierre Lemercier, has often resulted in the two works 
being attributed to the same architect. The district round 
Pontoise, the "Vexin, was in the sixteenth century a centre of 
important research, led by the Lemercier and Grappin fami- 
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lies; there are a crowd of little churches with doorways and 
belfries full of charming details. Against the buttresses of the 
towers of Chars and Maule are the three superimposed orders. 
Tlie portals of Magny-en-Vexin, Chaumont-en-Vexin, and 
Vetheuil attempt to introduce the antique order, with column 
and pediment, into the medieval tympanum. Another more 
advanced group is nearer the Oise itself - Luzarches, Tlsle- 
Adam, Villiers-le-Bel, Sarcelles, Groslay, Goussainvillc, and 
above all Belloy; here the influence of Jean Bullant has been 
recognized, and the lovely porch of Belloy has even been 
attributed to him. This development was synthesized in the 
fa9ade of the church of Saints Gervais and Protais at Gisors, 
unfortunately destroyed in 1940. With it we pass from the 
fifteenth century to Fran9ois I, from Frangois I to Henri 11 , 
in short from Flamboyant Gothic to the early Renaissance 
and then to rediscovered antiquity (pi. 17B). The lower part 
of the fa9ade still had a tympanum; the upper part was treated 
like a triumphal arch ; the decoration of the south tower con- 
sisted entirely of superimposed orders with friezes of tri- 
glyphs and metopes. Bur this is the only church of any import- 
ance which we can name ; all the others arc small and nothing 
similar can be se<"ri in the cathedrals of Beauvais or Senlis, the 
very considerable transepts of which, begun under Louis XII, 
were to be completed in the middle of Henri IPs reign. 

In Normandy, neighbour to the Vexin, from the beginning 
of the century the cardinals of Amboise had made Gaillon a 
centre of the Renaissance. The lower chapel of the chateau, 
fortunately preserved, seems to be the prototype of the ribbed 
ceiling which we find again in the apse of Saint-Pierre at Caen 
(pi. 18), the work of Hector Sohier, likewise full of a crowd of 
decorative details singularly lively and abundant; in the chapel 
of Our Lady at the abbey church of Valmont (between 1525 
and 1540); in the choir of Tillieres (1554-46); in the three 
chapels built at Saint- Jacques at Dieppe by the ship-owner 
Ango, and even in the neighbouring province of Maine, at 
Notre-Dame-dcs-Marais at La Ferte Bernard (Sarthe). As a 
purely decorative innovation may be mentioned the delight- 
ful wooden porch of Ry (pi. 19), covered with Uvely arab- 
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esqucs and small mythological figures, one of the most charm- 
ing works of the early Renaissance, and the north portal of the 
church of Notre-Dame at Les Andelys, of a more classical 
taste with its four Ionic columns and its reliefs of Victories, 
which is directly related to the series of Vexin portals. But 
these are mere details by comparison with the great Flam- 
boyant works begun or finished in the province in the six- 
teenth century : Saint-Ouen and Saint-Maclou at Rouen, even 
the main doorway of the cathedral, the choir of the church of 
Mont- Sain t-Mich el (completed in 1520) and the church of 
Notre-Dame at Caudcbec. 

We have already said that Brittany remained faithful to the 
Flamboyant. The decorative novelties appeared only at the 
end of the century and, no longer new, persisted under Louis 
XIII. The precocious appearance of a circular chapel must be 
mentioned; added in 1537 to the north side of the cathedral 
of Vannes, it was the whim of a canon who had lived for many 
years in Rome and wanted to re-create in his home- country a 
souvenir of the Famese palace. 

In Touraine we have spoken of another structural pecu- 
liarity, the dome which in 1507 replaced the spire on the north 
tower of the cathedral of Tours, the work of the brothers 
Martin and Basden Fran9ois - another prototype that can be 
traced to Saint-Antoine at Loches, to Bressuire and La Trinite 
at Angers ; but care must be taken not to confuse tliese domes 
with the great classical domes of the following century; they 
are no more than details, and never the essential part of a 
composition. Almost all the churches and chapels of 
Touraine in the first half of the century have fine round- 
headed porches where the abundant decoration, with its exu- 
berant fantasy, is comparable to that of the contemporary 
chateaux: the chapel of Usse, the church of Montr^sor, the 
chapel of Saint-Symphorien at Tours. To these are related the 
collegiate church of Oiron (Deux-S^vres) in Poitou and Saint- 
Pierre at Loudon (Vienne). 

To the east of Paris, in southern Champagne, Troyes has 
six churches of the sixteenth century, Saint-Nicolas, Saint- 
Pantaleon, Saint-Nizicr, the Madeleine, Saint-R^my, and 
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Saint-Martin. All belong, in their essentials, to Flamboyant 
Gothic, but a few facades must be specially noticed. The 
lower part of that of Saint-Nizier (church built in 1535) is 
conceived as a triumphal arch with its three unequal round- 
headed arches framed between columns with Ionic capitals. 
Saint-Nicolas (about 1555), with its two storeys, its super- 
imposed orders (on the ground floor there is a Doric frieze of 
triglyphs and metopes) and its four niches for statues, is 
already a Baroque pattern. Nor is the surrounding district to 
be forgotten - Saint-Andre-lez-Troyes (1549), Pont-Sainte- 
Marie (1553), Auxon (1535-40) - any more than the lovely 
facades of Bar-sur- Seine and Ricey-Bas. The north of the pro- 
vince is poorer. Yet Vouziers possessed a magnificent fa9ade, 
twice destroyed, in 1914 and 1940. That of Rembercourt-aux- 
Pots (Meuse), to the east, suffered the same fate. 

In Burgundy the Yonne valley - where the south transept 
of the cathedral of Sens was finished in Gothic style after 1500, 
while the north transept was begun in the same manner - 
offers us the fa9ades of Villeneuve-sur-Yonne (1575) and of 
Saint-Pierre at Tonnerre (1562-90), both innovations. That 
of Saint-Michel at Dijcn, with its three portals, remained 
faithful to the general traditional arrangement, in spite of its 
round-headed arches and tunnel-shaped and coffered porches; 
decorative detail is freer, not even hesitating to make use of 
the legend of Hercules (15 57-5 1), The fine porch of Saint- Jean 
at Losne should also be mentioned. That of Saint-Nizier at 
Lyons is sometimes attributed to Philibert Delorme. On the 
contrary, in the Ain region, the church of Brou, begun by 
Jean Pcrr^al in 1506, belongs entirely to Flamboyant Gothic. 

In the south of France the grea test building of the sixteenth 
century is the cathedral of Sainte-Marie at Audi, rebuilt at 
that time, except for the fa9ade, in Flamboyant Gothic, but 
with very original details, notably the design of the pillars and 
the triforium which, together with its elegant proportions, 
make it one of the most mteresting Gothic buildings construc- 
ted according to the northern manner in the south of France, 
But the element of innovation is absent. It is to be found in a 
few church-porches in Toulouse, such as that of the Dalbade, 
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and the outer porch of Saint-Sernin. Better still arc small 
buildings such as the church of Assier (Lot), with a frieze 
(//Vr^*) running right round it, in which, with many 
references to antique mythology, are celebrated the exploits 
of Galiot de Genouillac, grand-master of the French artillery 
under Fran9ois I. The charming church of Lonzac (Giarcntc- 
Maritimc), also built at the expense of Gahot, is similar; they 
must both be by the same architect, who is no longer believed 
to be Nicolas Bachclicr of Toulouse. 

*A litre is a band painted round a church as a memorial to the local 
seigneur. {Trans.) 



CHAPTER TWO 


CLASSICAL CHURCHES 

(1550-1830) 


The Gothic formulas did not disappear even after 1550 
Churches, even cathedrals, continued to be built with rib 
\^aults. That of Orleans was built by the Bourbons, fron 
Henri IV to Louis XVI, and the greatest classical architect: 
worked on it. In the second half of the nineteenth centun 
there was a veritable Gothic revival. Nevertheless, for thre*' 
centuries religious architecture gave preference to anothe; 
type of church, that known sometimes as Jeswf, sometimes a: 
Baroque (the fitness of these terms will be discussed later) 
Avhich has its origin in the art of the Counter-Reformation. 

5 GENERAL CHARACTERISTICS 

As wc have done tor the Middle Ages, let us first outline it: 
general characteristics. The disdainful indifierence which mos 
often surrounds this art is combined with the view that all it; 
examples are of the same kind, but they are in fact extremeh 
varied, even more so than Gothic churches. 

Plan, Western medieval art had finally reduced the varioui 
types admitted by Christian art of the early centuries to j 
single plan, that of the basihea. The most famous Gothi< 
cathedrals, and even the principal Romanesque churches, ar< 
designed on the same lines. The aisleless nave of the south ii 
no more than a local variant. Classical religious art offcri 
almost as many plans as churches. We have to distinguish a 
least three types, linked by a common cliaraLteristic, a taste fo 
great uninterrupted spaces. The medieval cathedral is a dens( 
forest full of shade and mystery, where the eye is continualh 
arrested by pillars. Classical art frees the field of vision tc 
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the greatest possible extent. Two conceptions of space are 
here contrasted ; one has more poetry, the other more majesty. 

A comparison of three Parisian buildings of the first 
quality (Sainf-Paul, Saint-Sulpicc, the Invalidcs) will enable 
us to grasp fully these differences of plan. They represent the 
three essential formulas, but leave aside many others (the 
Sorbonne, Val-dc-Grace, etc.). 

(a) The church of Saint-Paul-Saint-Louis has a nave and no 
aisles, but has side chapels between the buttresses which pro^ 
jeet into the interior. In this a survival of southern Gothic 
can be recognized and later the intermediary stages will be 
seen. In Paris, tlic Carmelite Church, the Oratoire, and Notre- 
Dame-des-Victoires are <'f the same type; in the provinces 
f'ther churches winch will be named later. 

(b) Saint-Sulpicc has a basilican pLm similar to that of the 
great northern Gothic cathedrals - nave and aisles, ambula- 
tory and radiating chapels. This is also the plan of Saint-Rocli, 
Saint-Nicolas-du-Clrardonnct, Saint-Louis-en-l’Ile, the cathe- 
drals of Nancy and Versailles, etc. 

(c) The domed church of the Invalidcs has a central plan. 
We know that this implies numerous variants -- a Greek cross 
inscribed in a square (Invalides), a Greek cross alone (Pan- 
theon), a circle or ellipse (chapel of the College Mazarin, 
church of the Assumption, etc.). 

So, beside the basilican plan, the classical period took up 
the Catalan-Languedoc aislelcss nave and re-established the 
importance of the central plan, laid aside since the Romanesque 
period. 

Structure, This underwent a similar enrichment by similar 
means - a return to the past. In particular the three great for- 
mulas of the Romanesque vaults - barrel vaults, groined 
vaults, and domes - appear once more, though without the 
rib-vault being abandoned. In barrel vaulting the skill of the 
builders and the progress of stcrcotorny now allowed the 
placing of great lateral openings in the wall, practically per- 
pendicular tunnels, penetrating deeply though not fully 
intersecting. These contained the windows, ensuring plentiful 
direct lighting for the nave. The dome reappeared over the 
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crossing and often even ovci the side chapels. It differed 
greatly from its Byzantine and Romanesque prototypes, which 
were no more than half-spheres. The dome was now set on a 
circular drum with the pendentives below it. The whole was 
capped by a lantern. Sometimes, to increase its apparent 
height, the real dome of masonry was covered by a false one 
of timber (Val-dc-Grace, Invalides). The dome had reappeared 
in the sixteenth century in the chapel of the Chateau of Anet, 
by Philibert Delorme (pi. 20a). The first example in Paris was 
at Saint-Joseph des Carmes (1613-20), here placed on penden- 
tives and capped with a shell of wood and plaster on very 
simple lines, a half circle slightly raised and surmounted by a 
lantern. The upward movement continued in a crescendo, 
ending in the dome of the Pantlieon. 

For the abutment, flying buttresses and ordinary buttresses 
were still used. Only their profile was modified, the curve 
being frequently substituted for the straight line, as in the 
voluted screens on the facades. 

The interior elevation often had only two divisions - win- 
dows above, nave arcades below. Sometim.es, however, in the 
seventeenth century, a gallery or tribune was placed between 
the two In the churches of basilican plan, the nave was 
separated from the aisles, in the seventeenth century, by 
square or rectangular piers like those of the Romanesque 
churches - robust flat-faced piers flanked with pilasters. The 
clustered columns on the Gothic pattern had disappeared. 
The simple column reappeared in the eighteenth century. In 
the aislclcss churches the end of the buttress was also treated 
as a pier. The arcades always had round arches, as in the 
Romanesque period, and the windows too finished in a semi- 
circle. 

Fa fades. The facade was often the outstanding part of the 
chuich. Here, too, several types must be distinguished 
Saint-Jacqucs-du-Ilaut-Pas, Saint-Gcrvais, Sainte-filisabeth, 
the Sorbonne, in seventeenth-century Paris alone. But here 
again a common feature is always found - the influence of the 
antique arrangement of columns or pilasters, with a pediment. 
It was net the Greek temple fa9ade, since, except towards the 
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end, the column was almost never weight-bearing or free- 
standing. It was mere ornament. 

(a) The facade of Saint-Jacques-du-Haut-Pas was, or was 
meant to be, framed by two towers, but only one was built. 
This is a medieval type which, in fact, never disappeared. 
This example is of the seventeenth century (1675-84). It is not 
the only one; it is found even in Jesuit colleges such as that of 
Roanne (pi. 24a). Towers- were to be numerous in the eigh- 
teenth century - in Paris, at Saint-Sulpice and Saint-Eustache; 
in the provinces, in die cathedrals of Nancy, Audi, Langres, 
Arras, etc.; in the nineteenth century, at Saint-Vincent-de- 
Paul. 

(h) S'lim-Gervais (pi. 22b) represents the three-storey 
faCjTadc, each storey with a different order. These orders are 
here correctly superimposed - Doric, Ionic, G)rinthian - as 
was already common in domestic architecture, for example in 
the courtyard of the palace of the Canceliena in Rome or the 
entrance to the Chateau of Anct. In religious architecture, the 
sixteenth century had tried the formula on the storeys of a 
tower (Chars, Seine-ct-Oise) or the interior elevation of a bay 
(Paris, Saint-Eustachc). Its application to a fagade was more 
difficult. Sain t-Ctienne-du-M out was a hesitant attempt; 
Saint-Gcj vai:,, Saint-Paul, the chapel of the College d’Eu, 
realized it perfectly. But in spite of the fame of Saint-Gcr vais 
(j6i6-2i; probably by Salomon de Brossc) this formula was 
not followed up. 

(c) Two-storeyed facades were the rule; Saintc-filisabeth at 
Paris offers one of the oldest surviving examples. In this case 
the origin is purely Itrdian. It is the facade of the Gesu - a 
ground floor with an upper storey, the two linked by volutes. 

(d) The classical church generally calls for a dome. Too 
great an elevation of the facade (say three storeys) renders this 
invisible from outside. Even with two storeys and a long nave 
it cannot be seen well. By shortening the nave, and substitut- 
ing the Greek for the Latin cross, the central plan for the 
basilican, the dome fits in naturally with the composition of 
tlie fa9ade. It is towards this formula that French art strove 
constandy for two centuries (pis. 17 to 23). The finest and 
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most characteristic fa9ades with domes are at the Sorbonne 
(over the courtyard), the Invalidcs, and the Pantheon. 

Decoration. Here again tlicrc was a complete break with 
Gothic and the late Middle Ages, and in one respect a return 
to the Romanesque. All the elements of classical ornamental 
decoration could be found in the twelfth-century churches of 
Burgundy or Provence - Ionic or Corinthian capitals, fluted 
pilasters, pediments. But there the resemblance ends. Figure 
sculpture, notably in the round, was almost eliminated; 
facades now had only a few statues in niches - figures with no 
direct relation to the architecture, which could be placed in 
position or moved at will, or even omitted without the 
general lines of the building suffering in any way. Thus large- 
scale sculpture ceased to be a monumental art. In the interior, 
pulpits, stalls, organ-cases, where it is best seen, are by 
definition furniture. As in Romanesque art, vast wall surfaces 
offered painting an opportunity which it did not always 
neglect, as the frescoes by Mignard in the dome of the Val-de- 
Grace, or those of La Fosse at the Invalidcs, bear witness. 

5 THE ORIGINS 

The origins of the classical style are to be found in Rome. 
Perhaps, therefore, it should be called an imported art. But we 
need hardly be oRended by this, since it was the same with 
medieval art, which came entirely from the East. And, as with 
medieval art, French architects quickly evolved a new style on 
which they impressed the national characteristics. 

The two starting points were St Peter’s - that at least of 
Bram.antc and Michelangelo - and particularly the Gesu. At 
the beginning of the si^itcenth century Bramante had given 
Julius IT the idea of a church dominated by an immiense dome. 
After many hesitations, the dome, extolled again by Michel- 
angelo and reali::cd by him and Vignola^ rose into the Roman 
skies at the end of the sixteendi ceniuiy. Its memory and 
example dominated the two centuries to come. 

The church of the Ges u provided srill more - a ground-plan 
and a facade. A plan without aisles, with side-chapels between 
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buttresses; a two-storeyed facade, the upper and narrower 
framed by two volutes. Yet Vignola, its author, had invented 
neither the one nor the other. The plan came from southern 
medieval art, probably transmitted to Rome by die Catalan 
church in the capital of Christendom, dedicated to Our Lady 
of Montserrat (1496). The facade had been conceived a little 
earlier by L. B, Alberti and realized by him at Sta Maria 
Novella in Florence. Thd Gesu was the motjier church of the 
Socict}^ of Jesus. Such v/as its influence that an attempt has 
been made to call the new manner the ‘ Jesuit' style. This 
exaggerates its importance. The term is inadmissible because 
not all Jesuit churches arc like the Gesu (in France, especially, 
the Society was the most zealous perpetuator of Gothic archi- 
tectinc), and because the plan and the facade of the CJc^^u are 
ver) far from setting the pattern for the churches of the seven- 
teenth and eighteenth centuries, even in France - we have in- 
deed just seen their variety. 

A more general term is therefore needed. We cannot 
accept Baroque any more than Jesuit. The notion of Baroque 
art is complex, even confused. Historically, certain periods 
should be distinguished within it. True Baroque is not to be 
mistaken for the art of the Counter-Reformation which pre- 
ceded it. The latter, originating from the decisions of the 
Council of Trent, attempted to bring religious art back to 
austerity and simplicity. The Gesu - Vignola's Gesu, for it has 
been altered - obeyed these directives. This was at the end of 
the sixteenth century. Italy broke from them very quickly. 
The Baroque is the art of Bernini and Borromini in the seven- 
teenth century. With them religious architecture gave up 
austcricy. It decided no longer to deny itself any pleasure. It 
sought it in caprice rather than logic, in imagination rather 
than reason ; it appealed to the senses and the heart rather than 
to the mind and die will ; in a whirl of curving lines, a trium- 
phal and passionate decor which aimed only at moving, 
stirring, and carrying away the beholder. This style was to 
overrun Europe. As we have already said, France resisted it. 
The ways of the two countries parted from the moment when 
Italy passed beyond the Counter-Reformation. 
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The independence of Fiance was doubtless incomplete. It 
has always been impossible to enclose French art and the 
French temperament within a single formula. But the most 
characteristic works, especially those which we have already 
mentioned, were inspired by another ideal - to maintain the 
predominance of reason and will over feeling, and also to 
return to the most austere and bare of antique forms. One of 
the elements of this resistance is doubtless the national trait 
already stressed in St Bernard - a dislike of showiness. There 
must be no ostentation; to make a display of wealth, not to 
mention power, seemed in bad taste. This tendency was to 
reappear in the seventeenth century with Jansenism. Avarice, 
some might call it - petty -bourgeois mentality. Be that as it 
may; our business is to describe, not to judge. The Mass is a 
drama, say the Italians; therefore the church is a theatre. The 
church is a place of prayer and meditation, reply the Cister- 
cians and the Jansenists. Yet there is quite another side to 
French art, the side which opposed Suger to St Bernard. In 
the words of Suger, Mens hebes ad verum pervenit per ariem. It is 
the mind of man that has to be raised towards God. The mind 
iirst. This alBrmation of the primary of the intelligence does 
not contradict what been said before. A single name - 
‘classical’ - is applicable to both. 


The Evolution of Classical Religious Art 

In pleading the cause of this misrepresented art we have 
spoken of its variety and adaptation in France. Wc have now 
to show that it developed, that is to say that it was a living 
art. 

What date can we take as our point of departure ? In Italy 
the new architecture produced masterpieces as early as the 
sixteenth century. In France, wc have to wait until the seven- 
teenth. I’he second half of the sixteenth century, taken up in 
France by the wars of religion, was practically barren as far as 
religious art was concerned. There is one work, a clean break- 
away from the Gothic, physically small but an important 
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indication of what was to come - tlic chapel of the Chateau of 
Anet by Philibert Delorme. The central plan with a domed 
covering indicates the influence of Bramante’s St Peter^s, 
though the idea was probably borrowed directly from a pro- 
ject of Primaticcio’s for a chapel of the Valois at Saint-Denis. 
It is also said that Philibert Delorme had thought of trans- 
forming the church of Saint-Nizier at Lyons into a circular 
building with dome and lantern. In this way classical religious 
art in France might have begun with the centra] plan. But 
although it returned to ic later, in the meantime fashion had 
taken another course. 

? THE COUNTER-REFORMATION 

The policy of the Council of Trent bore fruit. With the return 
of peace, a great religious fervour took hold of France. The 
fust half of the seventeenth century was a period of intense 
faith. Great saintly figures appear once more - St Vincent de 
Paul, St Frangois de Sales. New orders were founded: the 
Eudists by St Jean Eudes, the Oratorians by the Cardinal de 
Berulie, Saint-Sulpicc by Olier. Heresies such as Jansenism and 
the vivacity of the quarrels they aroused show the place occu- 
pied by Christianity in intellectual life. In art tlie consequence 
was the revival of architectural activity. In Paris alone, be- 
tween 1610 and 1660, forty religious houses were founded and 
twenty churches begun. 

The Gesu was the model which imposed itself at first, 
because the Society of Jesus took the lead in architectural 
activity. Though its churches were varied in structure - as 
will be realized from a comparison of three of the finest, Paris, 
Rouen, and La Fl^che - and a number of traditional elements 
are found in them, since local workmanship exerts an influence 
on the architects themselves and journeymen transmit the 
same methods from generation to generation, it is however 
true to say that many churches were inspired by the Gesu. 
The principal role in this diffusion was played by Father 
litienne Martellange (1568-1641), who entered the Society in 
1590 as a ‘temporal coadjutor'. From 1590 to 1604 he stayed 
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in Fome, studying Vignola. Back in France, he went about 
the country as a kind of inspector of buildings to the Society, 
almost always collaborating with a local architect. About 1635 
he resigned these functions in favour of Father Turmel. It was 
mainly the ground-plan of the Gesu that the French Jesuit 
churches borrowed, at least its aislcless nave so suitable for 
ceremonial and preaching; but in regard to the structure and 
the facade there was no uniformity. In certain provinces - 
notably the north and Franche-Comte - the Jesuits were 
faithful perpetuators of the Gothic style. 

In Paris the church of the professed Fathers, Saint-Paul-Saint- 
Louis by Martellange and Father Derand (1625-34) is the most 
important of the Society in France. It has the aisleless nave and 
lateral chapels of the Gesu, but differs therefrom by the transept 
which projects to form a Latin cross, a pattern which France 
has always favoured more than Rome, and by its three-tjered 
fa9ade, derived from a neighbouring model, this time a French 
one, the facade of Saint-Gervais. The Jesuit church at Blois 
(now the church of Saint-Vinccnt-de-Paul) by Martellange 
and Turmel, begun at the same time, combines in the same 
way the aislcless plan and the three-storeyed fa9ade (Turmel, 
1634), in this case with the classical Dor[c-Ionic-Cr>finthian 
superiniposition, not yet to be found in Paris. Ihcre was again 
an aislcless nave in the chapel at Avignon, also by Martellange 
(1620-55), now the Lycee chapel; but the facade follows the 
Roman pattern, as do those of the churches of the Society at 
Bordeaux (church of Saint-Paul, rather later, 1663-76) and at 
Caen (Notre-Dame-de-la-Glorictie, 1684). That of Roanne, 
now the Lycee chapel, is of an austere simplicity, with its great 
arch framed between two towers (pk 24a). At Rouen the 
Lycee chapel, begun in 1610 and completed in 1704, is one of 
the must original bcca.use of its fidelity to the rib-vault, tlie 
Flamboyant tracery of its pointed windows and its plan with 
polygonal arms to the transept. At La FJerhe there are also 
rib- vaults, but conibined with the ground-plan of the Gesu. 

Many other churches erected under Louis XI il and during 
the minor Jty of Louis XIV borrow the plan or the facade of 
the Gesu, and occasionally both. The adoption of the two- 
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tiered facade, which may be called the Counter-Reforma- 
tion type though it is considerably earlier, was not arrived at 
without hesitating experiments and modifications. The Jesu- 
its were not even responsible for the introduction of the 
formula into France. One of the first experiments is at Le 
Havre, in the church of Notre-Dame (1605-8); free-standing 
columns have a shaft encircled with large rings, as in the 
Tuileries of Philibert Delorme and in the Luxembourg; the 
example was to be imitated at Harfleur. At Bordeaux, in 
Saint-Bruno, the church of tlic Carthusians (1611-20), the 
basic elements are searching for their proportions; the door 
seems suffocated between heavy composite pilasters; two 
sm?dl triumphal arches set vertically are bound to the centre 
of the facade by a little wall supporting a pyramid; the whole 
is inscribed within buttresses capped with triangular pedi- 
ments. The precise and, so to speak, classical form is found 
in Paris in the Feuillants fa9ade (1624 or 1629, by Fran9ois 
Mansart; destroyed), at Sainte-filisabeth (1631, church of the 
nuns of the Third Order of St Francis); and in the Visitation 
at Avignon (1632). 

5 CLASSICISM 

The fidelity of seventeenth-century France to the prototypes 
of the Counter-Reformation, then abandoned in Italy, already 
represents a liberation from the Baroque. Subsequently France 
was to escape from the Counter-Reformation itself. 

From the first half of the century some churches, rejecting 
the plan of the Gesu, tried out the central plan; such, for 
example, is the chapel of the Filles de la Visitation-Sainte- 
Marie, rue Saint- Antoine, in Paris (Fran9ois Mansart, 1632- 
4); and it is often the case with the chapels of the confraterni- 
ties of penitents, such as the delightful chapel of the Penitents 
Noirs at Villefranche-de-Rouergue (1642). 

Above all the four great Parisian parish churches begun after 
1650, Saint-Roch, Saint-Sulpice, Saint-Nicolas-du-Chardon- 
net, and Saint-Louis-en-l’lle, were to return openly to the 
medieval plan, with a nave flanked by aisles, an ambulatory, 
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and radiating chapels. The sciics began in 1653 with Saint- 
Roch, by Lemercier, who had already adopted the formula for 
the parish church of Richelieu. Saint- Sulpice, begun in 165 5 on 
plans by Daniel Gittard, is the most characteristic. As large 
as a cathedral, it represents, together with Notre-Dame and 
Saint-Eustachc, one of the three peaks of religious art in 
Paris. Saint-Roch and Saint-Sulpice passed for perfect master- 
pieces until the Romantics made them ashamed of their 
nobility and their clarity. They served as models for Saint- 
Nicolas-du-Chardonnet (1656), the plan of which, in spite of 
Blondcl’s statement, was not provided by Le Brun, and for 
Saint-Louis-cn-lTle (Lc Vau, foundation stone laid in 1664). 
But the building of the four churches was a lengthy business, 
continuing for almost a century. 

At the same time the formula of the two-tiered fa9ade, 
only just attained, was transformed by the addition of a third 
storey, the dome, which came to take up a place in the fa9ade. 
This also is a Parisian development, with the series of the four 
great domes of the Sorbonne, the Val-de-Grace, the Quatre- 
Nations, and the Tnvalides. At the Sorbonne, about 163 5-42, 
Lemercier built two fa9adcs, an external one, and another 
facing the courtyard (pi. 21a). The former, with two storeys, 
Corinthian and Composite, is crowned by a dome which can 
be seen very well if one moves back a little. It was to obtain 
this viewpoint that Richelieu had the Place de la Sorbonne 
cleared. The courtyard fa9ade is much more original. At the 
top of a broad flight of steps are ten magnificent Corinthian 
columns for a portico; above comes the end of the transept; 
ab(we again, the dome, much freer than on the other fa9ade, 
since the transept is shorter than the nave; it is a masterpiece 
of clarity in the division into tiers, of harmony brought about 
by exact proportions, of boldness in the almost vertical ascen- 
sion of the dome. The fa9ade of the Val-de-Grace was built 
about 1660 (pi. 22a), but followed a much earlier project by 
Fran9ois Mansart, slightly modified by Le Due. From above 
the two storeys emerges the dome, the drum of which is 
raised by an attic and whose shell is more than hemispherical. 
Since the lengtli of the nave was always the difficulty in 
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this kind of composition, a conscious return to the central 
plan was to follow. In 1668, in the chapel of the college of the 
Quatre-Nations (pi. 23) by Le Vau (now the Institut de 
France), we have a simple ellipse preceded by a portico and 
surmounted by a dome. The masterpiece of the type was 
finally realized by Hardouin-Mansart at the Invalides, about 
1 700 - a Greek cross plan, hence little or no nave, and a dome 
with two drums, so important that it accounts in itself for half 
the total height. The two storeys of the fa9ade proper are no 
more than the pedestal. It has been pointed out that its design 
is similar to that of St Paul’s in London, and also to a plan of 
Fran9ois Mansart’s for a chapel for the Bourbons at Saint- 
Denis, with which Wren, the creator of St Paul’s, may have 
been acquainted. But it is not only the technical skill implied 
in the double drum which makes the beauty of the church of 
the Invalides; it is the relation of the dome to the building 
which it crowns, the majestic simplicity of the whole. Compare 
it with St Peter’s in Rome, and the difference between the 
classical and the Baroque is immediately evident. 

5 THE FIRST PART OF THE EIGHTEENTH 
CENTURY 

The eighteenth century is a great period in religious archi- 
tecture, not only for its variety - it is perpetually renewing it- 
self - but for its abundance. A much more religious century 
than one would suppose, especially between 1700 and 1760, 
there was considerable architectural activity. In Paris this 
activity was most often one of completion; in the provinces 
one of new undertakings; there is hardly any town which 
does not possess an eighteenth-century church. 

The first period was the most original. To note only a few 
features : 

(a) As regards the plans, the rejection of the aisleless nave 
was completed. The basilican or central plan was the rule. 
One of the foremost churches of the basilican type is the 
cathedral of Nancy, the foundation stone of which was laid in 
1700, though work on it really began only in 1706 after new 
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plans provided by Hardouin-Mansart; Boffrand supervised 
its completion. Also by Boffrand and by Here is the church 
of Saint-Jacques at Luneville (1730-47); at Pont-a-Mousson 
the church of the Premonstratensians (now a hospital) by the 
obscure Nicolas Poisson, a member of the Order, is an un- 
known masterpiece. In addition should be mentioned the 
church of the Madeleine at Besan9on (Nicole, 1746, pi, 26a) 
and at least two other cathedrals, those of Versailles (Har- 
douin-Mansart de Sagonne, 1752-54) and that of Arras 
(Contant d'lvry, about 175 5, pi. 25a and b). 

The central plan is represented by the church of the Made- 
leine at Lille, begun at the end of the seventeenth century 
(1675) and completed in 1713 - a rotunda surrounded with 
chapels and flanked by four arms givmig the design as a whole 
the form of a Greek cross; by Notre-Dame-des-Ardilliers at 
Saumur (1695); by the elliptical church of the Oratory at 
Avignon (1717-41); especially by Soufflot's Sainte-Genevieve, 
now the Pantheon. The plan dates from 1757; building was 
finished only in 1789; it is a Greek cross with each arm 
divided into nave and tvro aisles. 

(b) If these plans arc not completely new, they arc accom- 
panied by important structural innovations; above, all the 
return to the column, no longer an applied ornament but with 
the function of a support. This is the case at Nancy, at lame- 
ville, Pont-a-Mousson, and Arras, to limit the list to names 
already mentioned. The columns of Saint-Jacques at Lune- 
ville have a curious entasis ; those of Arras carry an architrave, 
not arcades. At Saint-Gery, Cambrai, the dome rests on four 
Corinthian columns. In the same way Soufflot wanted to set 
the dome of Sainte-Genevieve on eight columns. From the 
very first the boldness of this conception caused alarm. Pattc 
strongly attacked Soufflot, and the Academy, on being con- 
sulted, hesitated to approve his idea. In fact cracks began to 
appear in 1778 and Soufflot died at the. time of this failure, 
leaving the work unfinished. It was completed by Rondelct, 
but four sturdy piers of masonry were substituted for the 
columns of v/hich Soufflot had dreamt. 

(c) A few fa9ades remain two-tiered, for example Saint- 
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Roch (Robert de Cottc, 1736), the Oratory, Saint-Thomas- 
d'Aquin, Notre-Dame-des-Victoires, all Parisian churches 
which represent, in the eighteenth century, the distant heritage 
of the Gesu; and some of them, like the Oratory, have a mag- 
nificent personality of their own. Others are three-storeyed 
like the Premonstratensian church of Pont-a-Mousson. The 
dome still often plays an essential part, as in the Pantheon. 
But the real innovations of the period are the facade with 
towers and the fagade with portico, sometimes combined in 
the same building. Already at the end of the seventeenth cen- 
tury D. Gittard, the creator of Saint-Sulpice, had designed for 
Saint-JacqucF-du-flaut-Pas a fagade with two square towers, 
very simple and almost primitive. J. Hardouin-Mansart had 
used towel s for the church of Notre-Dame at Versailles. Those 
of the eighteenth century were to be more complex. In a com- 
petition opened in 1731 for the completion of Saint-Sulpice, 
ScTvandoni was the wnnner, with a project based on just that 
combination of tower and two-tiered portico mentioned 
above. The design of the towers themselves was extremely 
complicated. It was abandoned for a simpler model by Mac- 
lauriii: a square storc’^ topped by a circular one. Even then 
the notth tower was tebuilt later by Chalgrin (pi. 24b). Saint- 
Eustachc in Paris and the cathedrals of Auch, Langres, Arras, 
Rennes, and Nancy were also given fagades with towers. 

The portico represents the victory of the column as an ex- 
ternal clement. It was already found on the lateral fagade of the 
Sorbonne and in the College des Quatre-Nations ; there the 
columns are no longer applied, as they are in Rome. The main 
examples of the eighteenth century are at Saint-Sulpice and 
the Pantheon; the first has two storeys, the second only one: 
twenty-two Corinthian columns, six of them on the fagade; 
above that, eighteen isolated columns. The beauty of the 
whole, of the same kind as that of the Invalides, lies in the just 
relation of the mass of the dome to the monumental base, in 
which the portico is the essential element. 

(d) The interior decoration of seventeenth-century churches 
was comparatively simple; sometimes it even went as far 
as austerity, as in Saint-Jacques-du-Haut-Pas, the architec- 
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tnral expression of Jansenisin. The eighteenth century accep- 
ted the exuberance of the Baroque but, treating it with more 
familiarity and elegance, called it Rococo. The chapel of the 
Chateau of Versailles (Hardouin-Mansart and Robert de Cotte, 
1699-1710) is already like a sigh of relief, a relaxation of the 
senses after the rigorous discipline of the Grand Siecle. Be- 
tween 1708 and 1714, to carry out the vow made by Louis 
XIII, de Cotte, with the aid of Coysevox and his nephews the 
Coustou, carved an immense marble decoration, the greatest 
sculptural ensemble of the century, in Notre-Dame de Paris. 
Saint-Louis-cn-l’lle is a richly gilt drawing room in which 
wealthy worshippers came to visit, almost as equals, a God 
whom they imagined as indulgent. The most bizarre fantasies 
are in Lorraine, at Nancy - a few in the cathedral, many in the 
Bon-Secours chapel in which King Stanislas Leszczinski tried 
to recapture something of his native Poland - stuccoes on the 
walls, wrought iron screens in the gallery, carving on the con- 
fessionals, painting on the ceiling - every virtuosity unfolds 
at its ease. We might feel ourselves transported into central 
Europe, were it not for the lightness of the execution, and 
the order which underlies this ensemble and subordinates 
each detail to the archilcctuic as a whole. Though such a 
sparkling display is not to be found elsewhete, it is not rare 
for some piece of woodwork or wrought iron, pulpit or organ- 
case, even in the village churches, to show that eighteenth- 
century France was a country of incomparable craftsmen. 

5 NLO-CLASSICAL ART 

In the reign of Louis XVI taste changed profoundly in religi- 
ous art as in all else. Antiquity returned to fashion, archaism 
was prized above all else. In Greek decorative elements, 
preference was given to the Doric, the true Doric, that which 
was revealed ai Paestum, where the sh^Tt of the column rests 
directly on the ground without a base. For Roman patterns 
use was made of Etruscan sources: and for churches, the 
models were the early Christian basilicas, in which the elabo- 
rate combinations of stone covering were still unknown. 
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The two most characteristic works of this movement are, in 
Paris, Saint-Philippe-du-Roule, by Chalgrin (pi. 26b) and the 
Capuchin convent by Brongniart (pi. 34a). 

In Saint-Philippe-du-Roule (1774-84) Chalgrin attempted 
an adaptation of S. Paolo fuori le mura or of Sta Sabina. The 
church is but a mere rectangle divided into a nave and two 
aisles by two rows of columns and ended by a semi-circular 
apse; the painted wooden ceiling is an imitation of a stone 
barrel vault ; the facade is a portico with Doric columns (with 
bases) supporting a pediment. In the Capuchin friary in the 
Chaussee-d'Antin (1781), the chapel of which is now the 
church of Saint-Louis-d’Antin and the cloister the courtyard 
of the Lycee Condorcet, Brongniart was stricter and more 
severe; in plan, a rectangle between two apses, with a single 
aisle, following the pattern of certain Franciscan churches; 
externally, a flat fa9ade without decorations, merely a unit, 
and not even the central unit, in the facade of the con- 
vent. 

The formula, once accepted, was to be exploited for half a 
century with variants, especially in the fagade, but also in a 
different spirit, with less desire to keep only to essentials. In 
Paris it produced Notre-Dame-de-Lorette (Le Bas, 1823-36) 
and Saint -Vinccnt-de-Paul (1824-44), the most important 
church of the series and the most luxurious, though the 
timbering of the roof was left open. The church of Saint- 
Louis at Toulon is reminiscent of Saint-Philippe-du-Roule 
(1782-9) and followed closely after it. 

Another archaeological whim showed itself in the Made- 
leine. This time the church was frankly conceived as an an- 
tique temple. The formula was in fashion. It served alike for 
theatre and market-hall, why not use it for a place of wor- 
ship? A classical basilica, with a great dome, had been pro- 
jected for the site at the end of the eighteenth century, but it 
was a temple that Napoleon wanted to raise there, a real 
temple to the glory of the soldiers of the Grande Armee. He 
imposed Vignon on the judges of the competition of 1806, 
because, he said, ‘his project is the only one which fulfils my 
intentions. It was a temple I asked for, not a church.. . . By 
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temple I meant a monument like those of Athens, such as does 
not exist in Paris.’ Since it was a question of pastiche, Fon- 
taine had proposed the Pantheon of Agrippa in Rome. ‘A 
large circular building is more suitable than a nave for large 
assemblies.’ Napoleon soon lost interest in the temple of 
Glory and the building was completed only under the July 
Monarchy (1842). Though restored to Catholic worship, it 
has nonetheless never had a cross, remaining in this a temple 
and not a church, according to the Emperor’s wish. The in- 
terior with its built-up, windowless walls is very unsuitable for 
religious ceremony. The lighting is provided by four domes. 
Only the monumental peristyle has real importance, particu- 
larly the great portico of the facade, perched at the top of a 
flight of twenty-eight steps. 

The Expiatory Chapel of Percict and Fontaine (1815-26) is 
in a class apart. The chapel itself is a small square, flanked on 
three sides by semi-circular apses, on the fourth by the en- 
trance portico, and covered by a dome lined with coffering in 
imitation of the Pantheon m Rome. In front of it, between two 
cloister galleries, stretches a garden planted with rowses, the 
favourite flowers of Marie Antoinette, The galleries are dedi- 
cated to the Swiss Guards who died on to August, 1792- 
They link the chapel with the vestibule, which is also of ex- 
treme simplicity. The whole, in its harmony of line, its dis- 
creet sensibility, and the purity of its taste, is without doubt 
the masterpiece both of neo-classical art and of its two 
authors, esteemed creators of a decorative style which they 
here voluntarily discarded. 

5 NEO-GOTHIC ART 

Together with the neo-classical fashion we see the beginning 
of a Gothic renaissance. It was to take much longer to tri- 
umph in religious architecture, yet during the July Monarchy 
both shared the favour of the public - Saintc-Clodlde is con- 
temporary with Saint- Vinccnt-dc Paul. It is often called the 
Romantic movement of architecture, though its most flourish- 
ing period was during the Second Empire and its origins in 
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the eighteenth century. Neither Michelet nor Victor Hugo 
discovered Gothic. 

Actually it had never disappeared. We have pointed out 
cases of persistence, as in the cathedral of Orleans and the 
Jesuit churches of certain provinces. The fire glowed beneath 
the ashes. But in the eighteenth century it began once more to 
throw out sparks. As early as 1741, in a dissertation to the 
Academy, Soufflot showed that the builders of the Middle 
Ages were superior to modem builders in science, boldness, 
and ingenuity. He declared that in the Pantheon he proposed 
to unite the lightness of Gothic construction with the magni- 
ficence of Greek architecture. Towered fa9ades and the struc- 
tural function of the column may be taken as indications of 
this return to the Middle Ages. We are also beginning to 
reali2c all that tlie medieval buildings owe to the Benedictines 
of Saint- Maur. The much quoted attacks against Gothic art 
did not originate among the architects; on this point the pro- 
fessionals were firmly decided. The opposition came from 
men of letters, admittedly illustrious, like Moliere and Rous- 
seau, and masters of their own art, but incompetent in the 
neiglibouring discipline. 

All the same, the classical architects considered that every 
age must have its own style; they never believed that their 
role ought to be limited to copying endlessly the cathedral of 
Paris. True architectural romanticism, on the contrary, ex- 
changed the creative spirit for historical knowledge, it gave 
its best efforts to the upkeep of ancient buildings. When 
it built new ones, they were no more than pastiches. 

The work of restoration was linked up with a new adminis- 
trative organization, that of the Historical Monuments. In the 
space of a few j^ears, without reason, some of the most illus- 
trious buildings of the Middle Ages were demolished, among 
them the abbey of Cluny and the Romanesque cloisters of 
Toulouse. This vandalism spurred Montalembert and Victor 
Hugo to an eloquent press campaign, which was sanctioned 
by the law of classification in 1837. Two thousand churches 
were declared national patrimony. Neither the officials such 
as Merimee, noi the architects formed in tlie neo-classical 



RELIGIOUS ARCHITECTURE 


146 

school such as Duban and Caristie, who had seats on the 
Commission for Historical Monuments, were prepared for 
their task. The essential role fell on Lassus and Viollet-le-Duc. 

Lassus, architect of Saint-Severin and Saint-Germain- 
LAuxerrois, who was commissioned in 1841 together with 
Duban to restore the Sainte-Chapellc, and later, with Viollet-le- 
Duc, the cathedral of Paris, was a great animating influence. 
His building-yard at Saint-Severin was the training-ground of 
a great army of sculptors, stained-glass workers, smiths, 
joiners, and decorators of all kinds of whom Viollet-lc-Duc 
was later to take command. 

Viollet-le-Duc dominates French architecture from 1840 to 
1870, both by his work as a restorer and by his books. 
Vezelay, Saint-Denis, Notre-Dame-dc-Paris, Amiens, Char- 
tres, Reims, Saint-Sernin at Toulouse, and later Carcassonne 
and Pierrefonds, almost all the great monuments of the 
Middle Ages, passed through his hands and in many cases were 
his victims. Nowadays we judge his restorations very severely, 
but not unjustly. In spite of his pretensions no mind was less 
historical, if by this we mean respectful of the past, ile himself 
gave a famous deflnition of his practice: ‘To restore a building 
... is to re-establivsh it in a state of completion, which may 
never have existed at any given moment in the past.’ In the 
first place this resulted in the disappearance of all the elements 
added after the Middle Ages; at Notre-Dame he demolished 
all the decoration in the choir by Hardouin-Mansart and 
Robert de Cottc, the admirable Vow of Louis XIIL This 
brought about the establishment of a fictitious, almost a 
scholastic unity - at Saint-Ouen at Rouen an authentic 
fifteenth-century fa9ade was replaced by a pastiche of the 
fourteenth century because the interior was of that century. 
Yet the Middle Ages had never hesitated to place the work of 
difl'erent centuries siSd by side; the example of Saint-Ouen it- 
self was proof of this, and churches, from Cahors to 

Mont-Sainl-Michel, have a Romanesque nave and a Gothic 
choir. Yet Merirnee and tlie iql^lhis^on for Historical Monu- 
ments from the first gave- the architect quite different instruc- 
tions. On sending him. to Vezelay, they considered that 
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‘there was no need to recommend that he should respect 
the ancient arrangement in all its details. If some parts had to 
be rebuilt this should only be where it was impossible to pre- 
serve them.^ To these instructions he paid no attention, and 
neither Merimee nor any official protested; no-one except the 
archaeologists themselves; Didron speaks of the ‘vandalism 
of completion’. As early as 1835 Montalembcrt had spoken of 
the ‘vandalism of restoration*. 

At the same time, as regards new buildings, French religi- 
ous architecture entered on an era of pastiche from which she 
has only just emerged. At the most, the models were varied 
and a few combinations were tried out. As early as 1840 pure 
Gothic inspired the church of Notre-Dame-de-Bon-Secours, 
near Rouen; Viollet-le-Duc himself drew on it for the presby- 
tery of Notre-Dame. In Paris it was to produce Gau’s Saintc- 
Clotilde (1846) and Lassus's Saint-Jean-de-Bcllcville; in the 
provinces the church of the Sacre-Cceur at Moulins by Lassus 
and the church of Saint-Epvre at Nancy by Morey (1855-71). 
The exploitation of the Romanesque produced Saint- Am- 
broise and Notre-Dame-des-Champs; to the variety known as 
‘Romano-Byzantine’ belongs the church of Auteuil and the 
cathedral of Marseilles by Vaudoyer, and the Sacre-Cceur of 
Montmartre by Abadie. And coming to the renaissance, 
we have Ballu’s Trinite (1861-7). 
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A COMPLETE change in the style of religious architecture is 
naturally impossible, since one of the basic elements of the 
building, its ground-plan, is fixed by unchangeable rules 
depending on the liturgy. But, apart from the traditional 
Gothic basilican plan, there is a varied scries of central plans, 
virtually making possible an infinity of combinations on 
which, as we have just seen, the classical centuries largely 
drew; contemporary architects continue to seek inspira- 
tion from them. As regards structure and decoration, a 
transformation could be and has been attempted dur- 
ing the last century. The change was gradual at first be- 
cause of the neo-Gothic tradition, but later became more 
marked. 

Two new materials have been employed in the construction 
of churches: iron and r<"mforred concrete. 

The use of iron, originally in the form of cast-iron, goes 
back much further in ecclesiastical building than is believed 
by those who think both France and religious art behind the 
times. As early as 1823, when the spire of the cathedral of 
Rouen collapsed, it was decided to rebuild it in cast-iron. 
Work began immediately, but was very slow; it was inter- 
rupted in 1848, and completed only in 1876. Nevertheless the 
initial date, 18:3, remains. It must also be remembered as a 
fncl, with no intention of praise or blame, that this cast-iron 
was treated in such a way that many were deceived by it and 
many fine words have been wtitten on tire subject of the 
‘stone lacewot'k’ of this spire. 

A liitle later, under the Second Empire, at the time when 
Haussmann found four million francs to uiideuake the build- 
ing of La Trinitc (£160,000 in the nineteenth century, an 
enormous figure at that time) iron made its appearance in 
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Paris in two churches which are, perhaps unfairly, of very un- 
equal fame, Saint-Eugenc and Saint-Augustin. 

To-day few Parisians know the church of Saint-Eugenc, on 
the corner of the rue Sainte-Cecilc and the rue du Conserva- 
toire, which was the parish church of Corot. Built by Boilcau 
between 1854 and 1855, it was the first church building in 
which tlic framework was of metal. Tlie method was adopted 
for reasons of economy, since only 600,000 francs (£ 24 , 006 ) 
were available. This is not the first instance of a slender bud- 
get forcing an artist to make a new discovery. The role of 
creative poverty in tlic history of art could be studied with 
profit; it conies up again at Lc Rainey. The nave and two aisles 
(T tl'je church of Saint-Eugene, equal in height, rest on slender 
columns of cast-iron, supporting metal ribbed vaults. The 
buttressing is sufficiently assured by the side chapels, which 
have transverse barrel vaults.Thcrcis no need for cither flying 
Imttresscs or buttresses,which gives an impression of extreme 
lightness and spacic'usness. The work is perfectly logical, 
exactly what might have been erected by medieval master 
builders }i£id drey had metal at their disposal, nor is dicrc any 
decoration. It is noc surprising that this building, over-bold 
for its time, should have been misunderstood: it is more so 
that a building so modem in spirit should not have been 
placed ill the first rank by present-day architects (pi. 28). 

The church of Saint-Augustin was built by Baltard between 
]86o and 1871. Jn the centre of the new districts planned by 
i laussmann, it is symmetrical with La Trinite, on the other side 
of the Gare Saint-Lazare. Its appearance is not much more 
original. The same scholarly eclecticism here combines the 
dome of the cathedral of Florence with a Romanesque-Gothic 
facade: great rose- window and Gallery of Kings*. But the 
execution presents two innovations. In the first place, the plan, 
which is an ingenious association of the basilican and the 
compact plan, makes the most of a rectangular site. Saint- 
Augustin is a large square flanked on three sides by three 
apses and preceded on the fourth by a nave which gradually 
tapers towards the point of the triangle. As regards structure, 
* i.c., bcuipturcd images of kingp. 
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It mingles, or rather juxtapose?, iron and stone. The lower part 
is a stone church of twelfth-century elevation: round-headed 
nave-arcade, galleries opening in three coupled bays below a 
relieving arch, and clerestory windows. But in front of these 
Romanesque pillars flanked with Corinthian columns are 
fixed columns of cast-iron carrying diaphragm arches which 
carry a depressed vault. The two elements are dissociated - 
the metallic framework seems a vast system of scaffedding. 
The same applies to the dome. It must be added that all this 
cast-iron is worked and treated like stone. It was the same at 
Rouen, but here the process is more cjuestionable, since it 
applied to a new building. 

Iron was to be used again very much later, this time quite 
boldly but perhaps no more succcSvsfully, by Astruc in 1899- 
1901 in the nave of Notre-Darrjc-du-Travail (Pari'?, XIVth 
arrondissement'). The building, planned hke a market-hsdl, loses 
all religious character. A church has not only a body but a 
soul, not only matter but spirit. The architect did not appreci- 
ate this. 

The use of iron is no more than a brief episode in this his- 
tory. It is reinforced concrete - without our yet being able to 
say how it will last - which represents, in religious architec- 
ture as elsewhere, tire true modern material. It was even em- 
ployed for this purpose earlier than anywhere else, in 1894, 
in the church of Saint-Jeaij-de-AIontmartre (Paris, rue dcs 
Abbesses). The architect, Anatole dc Baudot, disciple and 
collaborator of Viollet-le-Duc, instead of imitating the Gothic 
architects, adopted their method of reasoning or rather the 
method attributed to them by his master. He was therefore 
in the vital tradition which prolongs creative effort. Every- 
thing in his work is experiment: plan, structure, and decora- 
tion (pi. 29). A scries of domes rest on a double intersection of 
great arclics of reinforced concrete - two of these crossings 
for the nave, one for the apse. The arches also supply the 
basis of the decor - intertwined curves, internally on the balus- 
trade of the gallery, externally along the brick walls - al- 
though, generally, concrete produces mainly straight lines. 
Finally, stained glass regains its importance, notably in the 
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tracery of the apse, where there blazes a large Crucifixion. The 
fa9adc is no more than a tall porch-belfry, weakened by the 
curves in which it ends. This abundance of curves betrays the 
1900 period. But the effort is of great value. The master's 
pupils were right to emphasize its importance by the small 
commemorative monument which they set up in front of the 
work. 

The originality of Sa in t-Jean-de- Montmartre can be mea- 
sured by the time which lapsed before another architect made 
use of concrete Tn Paris, before 1920, there was only tme 
example, Saint-Dominiqiie, rue de la Tombe-Issoirc, a church 
begun in 1913 by Gaudibeit and completed only in 1921. 
Historical irifluences can be felt in it. It is still only a matter 
of expressing old forms in a new material. The j-^rototype is 
Byzantine, but the beauty of the central plan with the great 
dome hanked by four minor ones is fully grasped and the 
construction is logical and well-balanced. 

On the contrary, the uses of concrete after 1920 were 
numerous, often faced with brick, sometimes left bare, hirst 
and foremost must be mentioned the church of Lc Rainey 
(pi. 4a), by the brothers Perret, not only for its date (1922-3), 
but because here, for the first time, wc meet not only a new 
material Init new foims. Concrete is used, wc may say, in its 
pure state. All tlic consequences of this principle have been 
faced. It fulfils all needs - supports, vaults, trellis-likc walls, 
called clau^lra, filled in with glass. It remains \isiblc - there is 
no facing, ncA because of any aesthetic reason but for lack of 
money. The architects have succeeded in making us forget its 
poverty by the logical proportions of the parts and the har- 
mony of the whole. The plan is very simple - a rectangular 
hall of 183 X 63 feet, with a slight curve in the rear facade 
stressing the apse. It is di voided into nave and two aisles by 
slender columns 17 inches in diameter and 36 feet in height; 
the depressed vault, 2 inches thick, is placed longitudinally in 
the great nave, but there is a series of transverse barrel vaults 
over the aisles; in fact, as litdc material as possible is used. 
All is light in spirit, hence the comparison with the Sainte- 
Chapclle, The bell-fcower itself, 140 feet high, is a mere group- 
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ing of pillars of the same section as those in the nave, but 
linked in fours or fives. The church of Lc Rainey was admired 
throughout Fairope and much imttatcd. The Perret brothers 
themselves used the pattern again in 1925-6, for Saintc- 
Thercse at Montmagny. One of the finest works which can be 
related to it is the church of Saint-Antoinc at Basle (K. Moser, 
1930). In Saint-Christophe at Javel (1926-30), Besnard used 
concrete made not with the aid of shutters but with moulds, 
according to a new method. But these arc still exceptions. 
More often only the framework is in concrete, with a brick 
facing. 

Since religious architecture must keep to the traditional 
plans, the preference given to the compact plan and its corol- 
lary, the dome, must be emphasized. The churches built in 
France in the last twenty years are closer to the Fast than they 
have been since the tenth century. ]3ut only a few Byzantine 
buildings of the first quality had shown such boldness and such 
a strongly developed feeling for space. vSaint-Louis at Vincennes 
(Droz and Marrast, 1924) is a great hall in the shape of a Greek 
cross, with a vault resting on four immense arches springing 
from the ends of the cross and intersecting two by two. In 
Paris, the church of the Saint-Fsprit by P. Tournon (1950-5) 
is, like St Sophia in ronstani inf>pk ^ a domed basilica (pi. 30a); 
but few cxamp'lcs show better how the same general outline 
on j:)aper can give rise to two entirely different works and how 
architecture is above all a conquest of space. This entirely 
modern expression of feeling, of great boldness and perfect 
harmotiy, was the result of a cfxhnique which was also 
essentially modern. At Saintc-Jeatme -d’Arc at Nice, Droz, 
one of the architects of Saint-Louis at Vincennes, designed 
great parabolic or cllip.'*otdal domes, an outline which is 
always a little surprising but of which Gaudi had shown the 
practical advantages at Barcelona. We must hasten to add that 
this attempt at innovation in religious arcliiiccturc has not 
been unanimous, and that consetv.itive architects are not lack- 
ing even among those to whom the greatest projects have 
been confided. 

Immediately after the 1914 war, the devastated areas in the 
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north needed churches as well as houses. Here religious 
architecture was happier than its domestic counterpart. There 
were many experiments and some successes. The central plan 
was employed at Rouvroy-lcs-]\iincs by Duval and Gonsc, at 
Rouges-Barres (Nord) by Vilain and Screx, and in Saintc- 
Jeanne-d’Arc at Charleville by P. Chirol. Worthy of separate 
mention is Dom Bcilot, a specialist in brick buildings, who has 
evolved new forms for this material, varying its appearance 
by different combinations of colour. 

After 1930 the population of Paris reached five millions. 
The material nakedness ot some suburbs and the spiritual 
nakedness of almost all was eloquently pointed out by Father 
Lhandc (Le Chris/ tJutis la himhetie^ ^9^7)* Besides, a serious 
unemploymen! crisjs was beginning. Cardinal Verdier opened 
'"Die Cardinal’s Workshojxs’ at this time. New churches meant 
more work ; but no architectural doctrine, nor even any aesthe- 
tic preference was imposed. The works produced as a result 
of this line inspiration thus brought tradition together with 
innovation - tradition at Gentilly, the church of the Cite 
I'niversitairc (P. Paquet, 1956), innovation at Montrougc 
(H. Bagge), to mention only two works on almost neighbour- 
ing, sites, both of great value but as unlike each other as 
possible. This crusade had been begun under the double 
ensign of faith and poverty; one. of tiie most moving works 
from thivS point of view is the church of Saint- Antoinc-de- 
Padoue (Azema, 1956). 

The renaissance of architecture was accompanied by a re- 
newal of decoration - painting and mosaic, sculpture, liturgi- 
cal furnishings - in so far as the resources available allowed any 
thought of decoration. Many buildings remained Cistercian 
through necessity: they are not always the least successful. 
Painting, where it was called upon, regained its monumental 
character - the frescoes of Saint-Louis at Vincennes and at the 
Saint-Esprit are among the finest productions of Maurice 
Denis. Sculpture has sometimes regained its place on the ex- 
terior - the facades of Saint-Pierre at Chaillot and filisabeth- 
villc, Sarrabczolles, in the belfry of Villcmomblc, has even 
invented a new process - sculpture in concrete, while it is 
still wet. 



CHAPTER FOUR 


MONASTIC ARCHITECTURE 


Monastic architecture is derived from both religious and 
domestic patterns, since the monastery is both a dwelling 
place and a place of prayer. But the monastery always lies in 
the shadow of the church. Moreover it is not only monks who 
live in community. In the Middle Ages, from the twelfth 
century onwards, cathedral canons also often lived in this way. 

5 THE MIDDLE AGES 

The idea of monastic life was brought to the West from the 
East about the fifth century. Since then it has undergone 
many changes. The great religious Order of the West is that 
of the Benedictines, instituted in the sixth century by St Bene- 
dict, Their establishments in France were very numerous. One 
of them, Cluny (Saone-et-Loire), became of outstanding 
importance from the tenth century onwards. It set up daughter 
houses everywhere, and we have already seen its fundamental 
role in the evolution of Romanesque architecture. A little 
later, in i ii 3, under the fresh impetus of St Bernard, the Bene- 
dictine was modified into the stricter Cistercian rule. Like the 
Carthusians, founded in 1098 by St Bruno, both of these were 
cloistered Orders, generally set up outside the towns. They 
dedicated a part of their activities to the reclaiming of un- 
cultivated land. In the thirteenth century appeared the mendi- 
cant Orders, Franciscans, Dominicans, and Carmelites (the 
last of more ancient origin but transformed at this time), who 
established themselves in the towns, where they threw all 
their energies into preaching against heresy. The Crusades 
produced military Orders, such as the Templars and the 
Knights Hospitallers of St John. 

The architecture of monasteries is naturally very varied. 
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according to their setting (in town or country) and also 
according to their inmates’ way of life. The monastery in its 
most complete form consists of two parts ; one, the enclosure 
(clausura\ reserved for monks who have taken the vow to live 
withdrawn from the world; the other intended for labourers, 
guests, and those monks permitted to remain in contact with 
the world outside. Each section is enclosed by a wall. 

Let us give a quick sketch of a monastery. First comes the 
door of the outer court, with the porter’s lodge; next to it, 
the almonry, where the needy were certain of receiving alms ; 
and beyond the door, the guest’s quarters or hospice. In 
some monasteries and at certain periods these quarters became 
of considerable importance, becoming almost the essential part 
of the monastery and giving it the character of a hospital or 
refuge. This was the case with certain establishments in the 
neighbourhood of the great sanctuaries or along the pilgrim- 
age routes, such as that of Santiago. The 'Pilgrim^s Guide to 
Santiago de Compostela^ written about the middle of the twelfth 
century, mentions the three biggest hospices in the world, 
which were all three religious establishments. ‘God has set up 
three pillars necessary for the support of His poor on earth : 
the hospice of Jerusalem; the hospice of the Great-St-Bernard ; 
and the hospice of Somport. These hospices are hallowed 
places, houses of God for the comfort of holy pilgrims, the 
refreshment of the poor, the consolation of the sick, the 
salvation of the dead, and the succour of the living. Those 
who build these holy houses, whoever they may be, will with- 
out doubt enter into the Kingdom of God.’ {Guide du PiJeriu^ 
ed, J. Vielliard, p. ii). Powerful nobles sometimes had 
luxurious apartments made for their visits to the abbey. Also 
outside the enclosure were various store-houses: the cellars, 
the bakery, the wash-house, and so on; the infirmary, isolated 
in order to avoid contagion; the novices* quarters, the monas- 
tery school, if there was one, and, if necessary, the labourers’ 
cottages. 

Let us now pass to the other side of the second wall and 
into the clausura. The actual monastic buildings arc ranged 
round the cloister, a central court surrounded by galleries. 
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The church overlooks one side, the refectory another, and on 
the other two arc the chapter-house and the monks’ living 
quarters (calefactory, dormitory, etc.). The cloister is thus 
the heart of the monastery. But it is not an element pecu- 
liar to the abbey. Most cathedral churches had one, and we 
can still sec the Romanesque cloisters of the cathedrals of 
Blue, Le Puy, Vais on, Saint-Bertrand-de-Comminges or 
Saint-Lizier (pi. 32a), and the Gothic cloisters of Bayonne, 
Saint-Die, Noyon, and Treguier cathedrals. It is a square or 
rectangular court, situated sometimes to the north, sometimes 
to the south of the church; to the north at Moissac, Beaulieu, 
Le Puy, etc.; to the south at Saint-Bertrand-de-Comminges, 
Saint-Trophime at Arles, Vezelay, etc. Sometimes these gal- 
leries are vaulted, with barrel vaults, groined vaults, or rib- 
vaults; sometimes they have only an open timber roof. Even 
the arrangement of the arcades and the columns supporting 
them gives an opportunity for variety so that every cloister 
has its own individual character. Sometimes the arches arc 
round-headed, sometimes they arc pointed, sometimes they 
rest on a single column and sometimes on coupled columns ; 
sometimes all the openings are the same and placed at equal 
intervals, sometimes they are grouped in twos, threes, or 
tours under a relieving arch, which in its turn may be fretted, 
and which rests on sturdy pillars; an arrangement often found 
in Cistercian monasteries. Among the sculptural masterpieces 
of the Romanesque period were the capitals of the cloisters at 
Elne, Moissac, and Saint-Trophime at Arles, and those of the 
cloisters of Saint- Sernin and of the cathedral in Toulouse 
which have disappeared. The cloister always has a fountain 
opposite the door of the refectory, so that the monks can 
wash their hands before meals. In Cistercian monasteries the 
fountain is often enclosed in what is virtually a small chapel. 
Sometimes there is only a simple basin (as at Daoulas, Finis- 
tere), sometimes, as at Frejus, there is a well at the centre. 

The chapter-house is the main hall of the monastery. It is 
here that the chapter or general assembly meets. Rectangulai 
or square in shape, it is always vaulted and divided into seve- 
ral aisles by rows of columns. The chapter-houses attached to 
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cathedrals were particularly important. One of the finest still 
preserved is that at Noyon (thirteenth century); it is divided 
into two aisles of five bays by a line of four slender columns. 
Among the finest chapter-houses we may mention those in 
the Cistercian houses at Fontenay, Fontfroide, etc., and those 
of the Augustinians and the Dominicans at Toulouse. 

The refectory is always on the side of the cloister opposite 
the church. It is a long rectangular room, often vaulted, but 
sometimes with an open timber roof (Saint-Wandrille, 
twelfth century), and so like a church aisle that several ex- 
amples have been converted into chapels (the Lycee Henri IV 
in Paris, formerly the abbey of Saint c-Genevievc). The refec- 
tory in Benedictine monasteries is generally built parallel to a 
gallery of the cloister, while in the Cistercian establishments 
the one is at right angles to the other. In the middle of one of 
the wails is the tribune or pulpit recess for meal-time readings. 
In Paris, in the old Benedictine monastery of Saint-Martin- 
des-Champs (now the Conservatoire dcs Arts et Metiers), we 
can still see one of the finest examples of a monastic refec- 
tory. It is now transformed into a library. It is a long hail, 
of more than 130X40 feet, with eight vaulted bays divided 
into two parts by a series of delicate columns - one of the most 
elegant works of the French Middle Ages, probably inspired 
by the refectory of the abbey of Saint-Gcrmain-des-Prcs by 
Pierre de Montereau. The pulpit is reached by steps cut in the 
thickness of the wall and the lectern well lit by three windows. 

Opposite the church, in a corner of the cloister near the 
dormitory stairs, we often find the calefactory, with one or 
more large fire-places. This is the only room in which the 
Cistercian rule allowed fires to be lit ; it served as a common- 
room and workshop for indoor occupations. The dormitory 
runs along one side of the cloister, often on the first floor; 
this again is a large hall, like the nave of a church. Only in 
Carthusian monasteries did each monk have the right to a cell 
of his own ; elsewhere there is a common dormitory. The kit- 
chen is sometimes next to the refectory, communicating with 
it through a hatch, and sometimes set apart to avoid the smell 
of cooking. There is a fine example preserved at Fontcvrault. 
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The kitchens of the Lycee Henri TV in Paris are those of the 
old abbey of Saint-Genevieve and are still almost intact 
(twelfth century). 

It is easy to discover here and there isolated examples of 
these parts - we have already described some of them. It is 
more difficult to make a study of complete monasteries. Most 
of the medieval buildings were restored in the seventeenth 
and eighteenth centuries; and even among these, many have 
suffered either from France’s lack of respect for its architec- 
tural past, or from the laws suppressing the religious commu- 
nities. In very few cases have the buildings survived their 
occupants. Mont-Saint-Michel is almost the only one to have 
been taken over by the State. Thus Cluny, most precious of 
all the Benedictine monasteries for the historian, has almost 
entirely disappeared. The Order is at least represented by 
Mont-Saint-Michel (materially restored by the Historical 
Monuments Commission though its soul has gone) which still 
rises up against the menace of the sea on the famous rock held 
fast between the two great promontories of Cotentin and 
Brittany. The abbey is said to have been founded in 996 by 
Richard 1 , Duke of Normandy. It was rebuilt several times, 
notably by Philip Augustus. The site (pi. 31) dictated an 
arrangement of the various elements of the building found in 
no other instance. Not being able to spread out, Mont-Saint- 
Michel grew upwards to a height of three superimposed 
storeys: the top storey, called la Merveille^ corresponding to 
the enclosure, the middle and lower parts being divided be- 
tween the monks and their guests. Right at the bottom 
almost in the foundations are the almonry and wine-cellars. 
Above them is the hospice, built in izi5, which is over 115 
feet long and divided into two aisles, and next to it the 
Knights’ Room (1220) with four aisles, corresponding virtu- 
ally to the chapter-house, or rather to the monks’ scriptorium. 
Also on tliis level is the monks’ cemetery, as well as a place for 
them to take exercise, and the church crypt. And finally, right 
at the top, is the church (Romanesque nave, 1122-33, and 
Gothic choir, 14 50-1 3 21) on the side ot which the cloister and 
die refectory arc built. The cloister, finished in 1228 but very 



MONASTIC ARCHITECTURE 159 

much restored, is a small rectangle 8a X 46 feet, with a curious 
quincuncial arrangement of the columns (pi. 32b). The refec- 
tory (1217) is a large hall covered by an open timber roof, 
excellently lit by fifty-nine long, narrow windows. The kit- 
chens were next to ir, connected with tlie cellars by a lift. 

Although France used to have a magnificent series of 
Cistercian monasteries, no surviving ensemble can be com- 
pared with Poblet or Santes-Crcus in Catalonia, The most 
fortunate abbeys are the ones which were bought up for their 
own pleasure by private individuals who have kept them in 
repair and often skilfully restored and saved them. Fontenay, 
Pontigny, Fontfroidc, Royaumont, and Vaux dc Cernay are 
examples; in Provence, Le Thoronet, that exquisite gem, 
Silvacane, and S^nanque. But others have become prisons 
(Clairvaux) or schools (Noirlac), sometimes even factories 
(Ourscamp). Characteristic of them all is that desire for 
simple lines, which gave the Order’s first churches their aus- 
tere grandeur; a robust style, hostile to decoration, eliminat- 
ing all superfluous detail. Thus, in the cloisters, there is no 
figure sculpture. Many interesting remnants survive here and 
there; the cellars at Vaux de Cernay, the infirmary at Ours- 
camp, wrongly called the Mortuary Chapel, which was prob- 
ably only the hospice dormitory. For the examination as a 
whole of a single example, we shall take Fontenay, near 
Montbard (Cote d’Or), because of its association with St 
Bernard. The monastery, founded in 1130, was at the height 
of its prosperity in the first half of the twelfth century. After 
the sixteenth century it declined rapidly. When it was restored 
in 1907, the church and some important medieval remains 
were preserved. The cloister runs right along the south side of 
the church; like the latter, it is covered with barrel and 
groined vaults. Its round-headed arches arc separated by 
strong square piers and each arcade is divided into two twin 
bays by coupled columns. The refectory, destroyed in 1745, 
was situated at right-angles to the gallery opposite the church; 
at its entrance was the lavabo in an aedicule projecting into 
the cloister court. The chapter-house, however, survives, a 
square room originally divided into nine bays (3 x 3)* Here 
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fib-vaults, absent in church and cloister though all arc more 
or less contemporary, make their appearance. Beside it is the 
monks’ parlour, with its two aisles of six bays, also with rib- 
vaults ; at the end of the great hall is the infirmary, in this case 
part of the clausura. Above, on the same side of the cloister, 
was the wood-roofed dormitory (end of the fifteenth century). 
Another rather interesting building, the smithy (end of the 
twelfth century) has survived: a large stone construction 
divided into four rooms. 

The monastic architecture of the Carthusians is known to 
us from several of their establishments, notably the Grande- 
Chartreuse, Villeneuve-les-Avignon, and Villefranche-de- 
Rouergue. They are appreciably different from the previous 
examples, since the rule of the Order allowed each monk to 
live a private, isolated life. The Carthusian Father had a cell 
divided into several small rooms. Even meals were communal 
on Sundays only; the rest of the time each monk ate in his own 
cell. Only the Brothers, of lower status than the Fathers, 
shared a dormitory and refectory. These monasteries are 
therefore on a much larger scale. In place of the monks’ single 
dormitory we have here a series of small apartments, generally 
grouped round a second enclosure, forming a kind of second 
cloister, the centre of which is occupied by the cemetery. Tlic 
small Charterhouse of Villefranche-de-Rouergue, much less 
famous than some others, is perhaps more characteristic. It 
was founded in 1450 to house seventeen monks, and is now a 
hospice. The church is nothing but a simple chapel. There are 
two cloisters. The first, very small, and as usual attached to 
the chapel, is very fine Flamboyant Gothic. It is adjacent to 
the refectory, the cellar, and the kitchen, it was here that, on 
Sundays, the monks had permission to ejxhange a few 
words after the meal. Beyond this classic group - church, 
cloister, refectory - the great cloister, of much larger dimen- 
sions (220 X 1 3 5 feet) and very soberly decorated as was fitting 
for a cemetery, was entirely surrounded by the monks’ cells; 
at the time of the Revolution they were no more than thirteen. 
The Charterhouse of Villcneuve-l^s- Avignon enjoys the pres- 
tige of having been founded by a Pope (Innocent VI, 1356) 
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and has also the distinction of having housed two of the most 
famous works of fifteenth-century French painting - the 
Piefd and the Coronation of the Virgin, Planned at first for a 
Prior and twelve monks, it was subsequently very much en- 
larged by the creation of a second group of cells set beside the 
first, within a common surrounding w^all. The plan is there- 
fore more complex, though each clement is clearly recogniz- 
able. The original part, that of Pope Innocent VI, includes the 
church, the small and great cloisters, as at Villefranche-de- 
Rouerguc, to which the second foundation added another 
great cloister for the new monks. Finally, the Grande- 
Chartreuse (Isere) is the most famous of all, both for the 
beauty of its site and because it was the work of Saint Bruno 
himself. But the majority of the buildings date back no fur- 
ther than the seventeenth century. Only a few older elements 
remain, above all the church (fifteenth century), the great 
cloister, built on a sloping site, in the form of an elongated 
trapezium cut through by two transverse galleries. The 
chapter-house used to contain copies of the L.ife of Saint Bruno, 
painted by Le Sueur for the Charterhouse in Paris. So, in 
spite of their deliberate search for simplicity, the Carthusians 
did not scorn art. To their Order belongs one of the most 
important monuments in the history of architecture, the 
Charterhouse of Pavia, near Milan, in the decoration of which 
all the early French Renaissance is potentially present. 

The mendicant Orders, as we have seen, had settled in the 
towns, and urban evolution was particularly disastrous for 
their establishments. There is no architectural complex which 
we can compare with those of the Orders dealt with above - 
at least in France, for indeed one of the peaks of Italian art is 
the convent of St Francis at Assisi. In Paris, the old refectory 
of the Cordeliers (Franciscans), a vast, unvaulted hall of four- 
teen bays, last remnant of their huge monastery dating back to 
the thirteenth century, is now the Musec Dupuytren, In Tou- 
louse, the Petit Lycee for boys shelters a few remains of the 
old Jacobin or Dominican monastery, founded in IZ15 by 
Saint Dominic himself. The chapter-house (1301) and refec- 
tory (1303) are both worthy of note, and the chapel is particu- 
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lariy fine. Here we should remark a peculiarity of Dominican 
architectures the plan of some of their churches. Like the great 
refectories of other Orders, they were sometimes divided into 
two parts by a central row of columns. The idea seems to have 
been connected with the desire to put layman and monk on 
the same footing, each in his own part of the building. The 
chapel at Toulouse is on this pattern. Its columns soar to a 
height of 90 feet; from the shaft of the last one springs a 
group of twenty-six ribs, which branch out again almost 
immediately, to fall back on all sides like a great bunch of 
palm leaves. This was also the plan of the Jacobins at Agen 
and their convent at Paris where the famous Montagnard 
club sat at the time of the Convention. But it was not gener- 
ally adopted by the Order, which, like the Franciscans, seems 
to have preferred the aisleless church, which was more suit- 
able for preaching. 

We can see from these few pages the historical import- 
ance of monastic architecture in the Middle Ages. It consti- 
tutes our best source of information as regards housing con- 
ditions. The occupants of the monasteries led a very special 
kind of life; they also had greater resources at their disposal 
than the isolated individual. Their houses were not those of 
everyone. But nevertheless they do show us how houses were 
built, or, at least, how the resources of the architect were used 
for purposes other than those which were purely religious. 
These vast refectories and dormitories are works of great 
technical boldness and perfectly successful artistically. We 
even see them serving as a field for experiment, and as models 
for the churches. We have pointed out the similarities between 
refectories and two-naved churches. The aisleless churches 
with open timber roofs resting on thin arches, which 
flourished from the thirteenth century onwards in southern 
France and the Mediterranean basin, are variations of the 
great Cistercian dormitories. 

J THE CLASSICAL PERIOD 
With the sixteenth century new Orders made their appearance 
and the old ones radically changed. For the Jesuits, cstab- 
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lishcd in 1554, there was no question of leading a cloistered 
life; they had to work in the world in the defence of the faith. 
Their chief activity was education; their establishments were 
really colleges. In the seventeenth century the Benedictines 
adopted the reforms of Saint Maur. They left the country for 
the town. Their monasteries lost their rustic-fortress charac- 
ter. As town buildings, they could no longer spread so widely; 
they had to be reduced in area and increased in height. The 
buildings were ranged round several courtyards, but one of 
these still remained the open-arcaded cloister, nucleus of 
what may be called the monastic block: refectory, chapter- 
house, and dormitory. The superimposition of storeys pre- 
sented new problems. Architects put all their knowledge of 
stone-cutting into perfecting the vaulting. The staircase be- 
came an essential element in the building. Naturally the style 
of the building itself depended on the development of taste in 
various periods. Forms changed: the round-headed took the 
place of the pointed arch as in the churches; the antique 
orders appeared, but only in the cloister; a triangular or 
curved pediment crowned the fa9adc. But this kind of archi- 
tecture did not forget the watchword of the Counter-Reforma- 
tion, and all things considered it is this which best represents 
the movement’s struggle for simplicity. Naturally it concen- 
trated on beauty, not in the decoration, but in the rightness of 
proportion. And at the same time it had a strong sense of 
grandeur. Certain monasteries of the seventeenth and eigh- 
teenth centuries may be considered masterpieces of the archi- 
tecture of their period just as much as, if not more than, the 
secular buildings. The names of the greatest architects are 
connected with them: Mansart, Robert de Cotte, Gabriel, 
Mique. As in the Middle Ages, the monastic architect profited 
by fhc innovations of domestic architecture and improved on 
them. 

The monasteries of the various Orders differed less from 
one another than in the Middle Ages; it will therefore be 
sufficient to mention a few examples, chiefly to demonstrate 
the stylistic evolution, the general pattern being now firmly 
fixed. In Part?, the Val-dc-Gr^ce, a convent not a church, still 
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provides us with a good ensemble of monastic buildings of 
the time of Louis XIJI. Founded by Anne of Austria in 1638, 
after the birth of Louis XIV, it was a convent for Benedictine 
nuns where the queen occasionally liked to go into retreat. 
Hence its semi-religious, semi-worldly character. The work 
was begun about 1655. The credit for it is due to Fran9ois 
Mansart, who was responsible for the plan, and to Le Due. 
The buildings are still set round a cloister, but the arrange- 
ment is different from the medieval one: here cloister and 
church are not adjoining but are separated by the nuns’ choir, 
which forms a small church at right-angles to the large 
one (the chapel of St Louis). Thus the monastic block, with 
its four fa9ades, appears as a complete and isolated unit. The 
elevation of the cloister included two storeys of superimposed 
galleries (ground and first floor), a storey without galleries, 
and a top storey with dormer windows surmounted by small 
triangular pediments. It is adjoined by the refectory, which 
reaches to the height of the second gallery, the chapter-house, 
the kitchen, and, above, the dormitories and cells. Four pavi- 
lions stand at the corners. One of these was reserved for the 
queen. The exterior fa9ade of the refectory is pierced by win- 
dows with pointed arches, separated by buttresses, so that its 
appearance is still medieval. In contrast, the cloister itself, 
with its pilasters, its groined vaults resulting from the inter- 
section of two elliptical barrel vaults, and its scmi-circular 
arches open right to the ground, is extremely classical. The 
finest exterior fa9ade is the one opposite the refectory, over- 
looking a large garden. It has two vStorcys and dormer win- 
dows over the ground floor; one of the two pavilions pro- 
jecting from the corners was the queen’s; in the centre is a 
large double door, crowned by a balcony and curved pedi- 
ment decorated with coats-of-arms. It is a refined type of 
classical beauty, at once simple and powerful. 

For the study of the monastic architecture of the congrega- 
tion of Saint-Maur it is sufficient to go through the beautiful 
collection of plates in the Monastkon Gallkanum, In the seven- 
teenth century we still find classical structures side by side 
with the medieval; but gradually the former gained the 
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ascendancy. In Saint-Denis, Robert de Cotte separated (1708 
onwards) cloister and church as in the Val-de-Grace. After his 
death, Jacques Gabriel supervised the construction of the 
buildings which are models of architectural nobility. At Gien, 
in 1704, Father Guillaume de La Tremblaye undertook the re- 
storation of all the abbey buildings of William the Conqueror 
in the Abbaye-aux-Hommes. The plan here is more elaborate 
with three closed courts ; but only one of them has arcades and 
remains the actual cloister, set between church, refectory, 
dormitory, and store-houses. The cloister is decorated with 
Doric pilasters; the refectory with fine wood carvings; the 
stairs with magnificent wrought-iron banisters. The great 
block forming the exterior facade both of the cloister and the 
court beside it, with its great fagade and two storeys over the 
ground floor, is a work of powerful simplicity, its rhythm 
skilfully set by the projection of the two corner pavilions and 
a central one, all with accentuated decoration; unadorned 
pediments at the comers, central pediment over the clock, 
decorated with two figures placed back to back, and capped 
Vvith a small lantern. 

Throughout France there are many such examples, which, 
collected together, would form a group comparable with the 
colleges of Oxford and Cambridge. However, dieir history 
has not been adequately investigated and many of them have 
not even been registered as historical monuments. For while 
some of them are known to everyone, such as those mentioned 
above, or Saint-Ouen at Rouen, Premontre in the Aisne re- 
gion, etc., others are much less familiar. Few people have 
visited the Lycee Henri IV in Paris (formerly the monastery of 
the canons of Sainte-Genevieve) to see not only the cloister 
but also the rooms of the library, now converted into dormi- 
tories, with a fine central rotunda (eighteenth century) 
decorated with a fresco by Restout; and not many have ever 
cast a glance at the courtyard of the Rccollets’ (Franciscan) 
monastery (seventeentli century), now the Villemin military 
hospital. In the provinces, the abbey of Lagrasse, securely 
hidden away behind its mountains, the old abbey of the Pre- 
monstratensians at Pont-k-Mousson (rebuilt after 1711), 
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though more accessible, are hardly ever visited. And com- 
pletely unknown in the very heart of Rennes is the prodigious 
fagade of the old abbey of Saint-Georges, rebuilt in 1670 by 
the Abbess Magdelcine de La Fayette, whose name is proudly 
displayed there in large iron letters; few works disprove more 
convincingly the fallacy of always associating the idea of 
French art with the graceful, the pretty, the measured, some- 
thing like the Attic miracle, perfect but small. Here only one 
epithet is possible: colossal (pi. ^4h), 

While all these works, most of them large, were austere, in 
the course of the eighteenth century we find creeping in here 
and tliere the profane luxuriance of the Rococo. The Abbey of 
Premontr^ is very much in the Louis XV spirit; at Chaalis 
(Jean Aubert, after 1737) it is easier to imagine a marquis’s red 
heels than the habit of St Bernard. But the end of the century 
brought back an atmosphere of severity; monastic architec- 
ture became neo-classical. Here we must mention Richard 
Mique, one of the least-known names of the eighteenth cen- 
tury, though he was First Architect to the King and the last 
to have borne that title. To him we owe both the chapel of the 
Carmelite* convent at Saint-Denis founded by one of Louis 
XV’s daughters, and, more important, the old ‘queen’s con- 
vent’ at Versailles, founded by Marie Leszczinski - the Val-de- 
Gracc of the eighteenth century (pi. 27). Yet what a difference 
tliere is between the pomp of Mansart with his triumphal 
cupola and these flattened domes, this graceful portico with 
the slender Ionic columns, and tlie slightly chill delicaq" of the 
whole building: it is the difference between Bernini and Pal- 
ladio. This retrogression, characteristic of the period, is still 
more evident in the Capuchin convent of the Chaussce d’Antin 
(Brongniart, 1780); the columns in the cloister (now the 
court of the Lycee Condorcet) are witliout bases, repeating the 
Doric of Paestum; the portico is the same as that before which 
David was to place the heroic action of his Horaces (pi, 33a). 



PART THREB 
Secular o^rchitectun 



1. he problems of secular archileciw^e are many 
a7id very dijferent fro?n those of religious archi- 
tecture ^ although the same materials are used 
for their solution^ and they are subject to the 
same historical influences. This kind of archi- 
tecture comprises domestic buildings (castles, 
to 2 vn houses, and country houses'), public build- 
ings, town planning, and landscape gardening. 



CHAPTER ONE 


DOMESTIC ARCHITECTURE 


O F all the problems with which the historian is faced, that of 
domestic architecture is the most complex. The differences in 
men’s dwellings appear not only in relation to the period, but 
also according to the site, and to the rank of their occupants. 
A house is not only a historical record, it is the expression of 
a geographical and social background. The town house is not 
the same as the country house; the home of royalty or of the 
wealthy differs from the house of the ordinary man. These 
categories must be kept in mind in our account. We shall 
therefore study in turn the chateau (both in the country and, 
in the case of the royal palaces, in the town); the private town 
house Qidtel parikulier\ the apartment house, and the country 
cottage. But it must be admitted at once that our know- 
ledge is incomplete. We are well informed about the dwellings 
of the nobility, but know little of the houses of the middle and 
lower classes. This is largely due to the fact that the former, 
for which more money was available, were better built and 
have therefore lasted better. They were also the object of 
greater artistic effort which impressed contemporaries and 
consequently descriptions and engravings supply informa- 
tion where buildings arc lacking. 


I. Castle and Palace 

5 THE MEDIEVAL CASTLE 

Fortification was the first architectural expression of social 
power. In the Middle Ages the home of the noble was his 
stronghold. This is not the place to go into its connexions 
with cither the fortifications raised by the Romans or the 
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villa rustica^ the country dwelling of the Gallo-Roman aristo- 
cracy. It must be remembered simply that at the height of the 
Middle Ages the castle served a triple function : it housed the 
lord of the estate, it was an element in the defence of the town 
or village where it stood, and it was a refuge for the popula- 
tion of the neighbourhood. Many castles are linked to a group 
of houses, cither as part of the original fortifications (inside 
them, as at Carcassonne, or outside them, as at Boulogne) or 
because the villages built in their shadow have sometimes 
developed into towns. In place-names the word chdteau, as 
prefix or suffix, indicates this feudal origin, e.g. Ch^teaudun, 
Chdteau-Thicrry, Ch^tellerault, Coucy-le-Chdteau, or S^vdrac- 
le-Chateau. 

The castle occupied a considerable space and was made up 
of several parts, corresponding to each of the functions men- 
tioned above. It was built on an easily defensible site, either 
an isolated hill {motte) or the bend of a river, the neck of which 
was barred by a moat or trench. After natural resources, its 
safety depended on the solidity and the defensive equipment of 
its great surrounding walls - thick walls with few openings, 
loop-holes or arrow-slits, narrow windows splayed inwards, 
and just wide enough for a bow. The wall parapet was the 
most important part, because it was from there that the 
defender dominated the attacker. It was battlementcd with 
‘crenels’, or low units, alternating with ‘merlons’, or high 
units. To command the foot of the wall and look down on the 
enemy, overhanging galleries called ‘hoardings’ were made. 
The hoarding was made of timber. Later a gallery carried on 
stone corbels was built, with openings called ‘machicolations’ 
which allowed missiles to be dropped vertically. At intervals 
the wall was reinforced by towers. All these principles of 
defence arc common to both fortified towns and castles. 

The castle was surrounded by several curtain walls; but its 
essential element was a tower bigger than the otlicrs, the 
‘keep*. The curtain walls arc called the ‘revetments’ of the 
keep. Sometimes there is no keep, or it may stand alone. The 
first keeps, in the Merovingian or Caroiingian periods, must 
have been of timber. Nothing of them remains. The eleventh- 
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century keeps were square or rectangular buildings with very 
thick walls. Powerful buttresses flanked the comers. There are 
fine examples at Langcais and Beaugcncy. The entrance was 
placed above ground level and could be reached by light lad- 
ders, easily removed or destroyed in case of attack. The keep 
of Beaugency has four storeys and is 1 16 feet high with a large 
room on each floor. With the twelfth century the form of the 
keep changed. There were some polygonal keeps (Gisors, 
Provins), then some round ones, especially in the north, 
whereas in the Midi the square kind prevailed. 

Examples of completely preserved castles date only from 
the thirteenth century, but the Bayeux tapestry shows us, 
though naively, the castles of the late Carolingian period and 
the eleventh century. They are perched on high ground and 
reached by wooden ramps ; the entrance is closed by a wooden 
postern and the square keep, with crenellated platform at the 
top, is also in wood. The Crusades brought decisive innova- 
tions to castle architecture and defence. Here again the West 
learned from the East, and this time it applied its new know- 
ledge on the spot, as is shown by the magnificent and perfectly 
preserved Frankish fortresses of the Holy Land, above all 
Krak dcs Chevaliers, the finest of them all, with its two 
curtain walls. 

In France there are only remains, in consequence of Riche- 
lieu’s order of f. 1630 to dismantle all the feudal fortresses 
and transform them into country seats. The remains of 
Chdtcau-Gaillard, near Les Andelys, arc both magnificent and 
famous (pi. 35 a). Situated high above a bend in the river, 
they dominate the valley of the Seine. The castle, built by 
Richard the Lion Heart in 1196, was completed by Philip 
Augustus, when he took possession of it after a memorable 
siege (1204), keeping in mind, it is said, the lessons of the 
Holy Land. In fact, like Krak dcs Chevaliers, it had two con- 
centric curtain walls with the keep, an enormous circular 
block, straddling the smaller. The defensive system was re- 
inforced by an independent structure, triangular in shape, at 
the head of the bend. The occupants also had at their disposal 
subterranean rooms dug out of the rock. Najac (Aveyron), 
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rebuilt almost entirely from 125 ^ onwards, is, perhaps, though 
almost unknown, the finest of French feudal ruins (pi. 3 5 b). It 
was sold for twelve francs during the Revolution. Set in the 
same way on a bend - in this case of the Aveyron, over which 
it towers from a height of nearly 328 feet - it dominates the 
complete circle of the horizon. From the bottom of the valley 
the effect is overwhelming. It had three curtain walls, two of 
which - they can still be clearly discerned - join together on 
the north front. One of them must have served as a refuge for 
the inhabitants of the nearby village. The inner wall formed a 
courtyard surrounded by buildings. A large round tower, 
projecting outside, was called the keep; it seems to have had 
chiefly a military role, since the lord’s quarters were installed 
in a more spacious square tower built in the area of the court 
itself. 

The castle of Coucy (Aisne) was the masterpiece of this 
architecture. Unfortunately nothing remains of it, even its 
ruins having been destroyed by the Germans in 1917. But it is 
at least extremely well known through old surveys and an 
engraving of Androuet Du Cerceau of 1576. It was built 
between 1225 and 1240 and altered at the end of the four- 
teenth century. On the edge of a plateau, it dominated the 
valley of the Aisne from a steep cliff 150 feet or so high. Its 
arrangement was essentially different from those of the two 
previous examples: there were indeed two curtain walls, but 
contiguous, no longer concentric. One, the lower bailey (base- 
court), well defended towards the south, the most vulnerable 
side, by semicircular towers, probably gave shelter to the 
people of the neighbouring town; to this end it was equipped 
with living quarters, a chapel, and a well. The other was the 
castle proper, an irregular quadrilateral with round towers at 
the corners. All along the curtain wall, and leaning against it, 
were the two-storeyed buildings making up the owner’s 
quarters, and including the rhapcl and the two great halls 
called the Hall of the Nine Worthies and the Hall of the Nine 
Noble Ladies, rebuilt in the last qua iter of the fourteenth 
century. The keep, linking the inner and the outer walls, was 
a high round tower, the biggest in the world, 105 feet in dia- 
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meter and 178 feet high, with walls 25 feet thick at the base. 
Inside there were three rooms, one on each storey, with an 
average diameter of 5 2 feet and a height of 42 feet, vaulted by 
twelve ribs radiating from a central boss. Communication 
from floor to floor was provided by a spiral staircase within 
the thickness of the wall, which also led to the crowning plat- 
form. One of the rooms did service as a cellar; a well ensured 
the provision of water. Underground passages linked up all 
parts of the castle. 

As the Middle Ages developed, the castle changed its char- 
acter. It gradually became no more than a strongly fortified 
residence. The transition was shown by the great royal 
castles of the fourteenth century. In Paris, royalty had first 
settled in the. lie de la Cite, in the shelter of the Gallo-Roman 
wall. The Palais, rebuilt by St Louis and Philip the Fair, sur- 
rounded by the great walls shown in the Trh R/ches Heures of 
the Due de Berry, was burnt in 1610. Only three of its lower 
rooms survive in the present Palais dc Justice, beside the 
Seine; they probably go back to the beginning of the four- 
teenth century and have at once a feudal and a monastic air 
A little later Charles V left the Cite. The Louvre, built by 
Philip Augustus outside the new walls of Paris, was hardly 
more than a keep surrounded by a moat and protected by a 
great curtain wall. Charles V and his architect, Raymond du 
Temple, turned it into a comfortable, sumptuous palace. Tall 
buildings were linked together in the courtyard by an external 
spiral staircase like that of Jacques Cccur’s house at Bourges. 
Long rooms, paved with glazed tiles and covered by 'ceilings’ 
painted to look like rafters, were decorated with frescoes. 
They were heated from fireplaces 15 feet wide. The private 
apartment of the king included a state room, a bedroom, an 
oratory, and a bathroom, llie library was placed in the keep. 
At Vincennes it was again a keep (built by Philippe VI, 1336) 
which Charles V surrounded with a curtain wall within which 
the nobles of the court were to reside and which formed a 
little town in itself. The king reserved the keep as his own 
quarters; on the ground floor were the kitchens, on the first 
floor the royal chamber, in which the rib-vaults rested on a 
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delicately worked pillar. A lecunstruction would include a 
hooded fireplace, panelled walls, and tapestry hangings; a 
main staircase led from it to a similar room above. The Louvre, 
the Palais de la Cite, and Vincennes appear in the Tres Kiches 
Heures of the Due de Berry, no longer as fortresses which 
could be lived in but as fortified houses. 

The finest remaining example is the Palace of the Popes at 
Avignon (pi. 40), an enormous mass, covering an area of 
almost seventy thousand square feet, overlooking the Rhone, 
defended by its sturdy walls and high towers, several of which 
are over 160 feet high; in reality it consists of two palaces, 
that of Pope Benedict XII (1334-42) and that of Clement VI 
(1342-52), and encloses two courtyards. Here too the charac- 
ter is half feudal, half monastic: there are large rooms for the 
conclave, the papal audiences, and the tribunal ; two chapels ; 
and more comfortable apartments, especially in the Wardrobe 
Tower. Painting provided the decoration. Those in the Ward- 
robe Tower are of fishing, hunting, and bathing scenes, and 
are most astonishing because of their secular character, their 
freedom of expression, and their delightful colouring. 

In the very last years of the fourteenth century must also be 
mentioned the castle of Pierrefonds, not far from Compiegne, 
built between 1390 and 1420 by Louis of Orleans. Being both 
a strong fortress and a comfortable house it was well able, 
after its all-too-complete restoration by Viollet-le-Duc under 
the Second Empire, to serve as a residence for Napoleon III. 
It is an irregular quadrilateral with towers at the angles and 
half-way along the sides. The keep is on the inside, projecting 
on to the court and occupying a part of it. It served as the 
owner’s house; on the first floor were the reception room and 
the bedroom; on the second, the knights* room. It was in 
direct communication with the chapel installed in one of the 
towers. But it no longer had any special provision for defence; 
only the height and solidity of the walls could count as such. 

The complete transformation of military tactics at the end 
of the fifteenth century, particularly the progress in artillery, 
was to hasten this evolution. To defend the castle completely 
against cannon, would involve measures that would make it 
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uninhabitable. Therefore the old elements of defence, now 
useless, gradually disappeared. Yet they survived for more 
than half a century in a purely decorative character, whereas 
the house lost its forbidding appearance and opened up more 
and more to the outside. At Langeais, at the beginning of the 
reign of Louis XI (1465-70), the exterior appearance was still 
formidable; but the garden fa9ade was already much less 
severe. At Usse about 1475, in spite of an imposing military 
design with machicolated towers, keep, and wall passages, the 
towers had dormer windows with large and small chimneys. 
The castle of Chaumont (1473), seen from a distance, could 
pass for a fortress, with great round towers at the angles and 
the entrance; a drawbridge leading to a postern, and crcnella- 
tion and machicolation. But the facade between the towers is 
pierced by windows affording a broad view over the river and 
surrounding country; the high pointed roof has many dormer 
windows; a frieze of initials forms a band round the walls; and 
as for the inner court, with its galleries over depressed 
arcades, its turreted staircases with sculptured buttresses, it 
has lost all military character. Large circular towers were still 
found as late as Chambord and pepper-pot turrets as late as 
Azay-lc-Rideau, already a long way into the sixteenth century. 
Entirely new, on the other hand, at the end of the fifteenth, 
is the chateau which Louis XI had built at Plessis-les-Tours 
between 1463 and 1472, It had nothing in common with the 
sombre fortress of romantic historians - a country house 
with a pleasant, gay look about it, numerous windows with 
stone casements, and dormer windows surmounted by pointed, 
crocketed, or pinnacled gables. Here we already have the true 
Renaissance chateau, whose occupants no longer dreamed of 
batdc but desired rather to devote themselves entirely to en- 
joying life. 

5 RENAISSANCE CHATEAUX 

The distinction between the two periods of the Renaissance 
was indicated above: the early Renaissance, which was sub- 
ject chiefly to Italian influence and dominated by the 
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memory of the decorative fantasies of the Certosa of Pavia, and 
the high or late Renaissance more directly inspired by anti- 
quity. 

The great chateaux of the early Renaissance arc in the Loire 
valley (Blois, Amboise, Chambord, Chenonceaux, Azay-le- 
Rideau) and in Normandy, at Gaillon. Here their general 
characteristics can only be outlined and a few examples 
briefly studied. During the reign of Louis XII preference was 
given to combinations of stone and brick; later stone was 
used by itself. The roofs remained pitched according to 
French tradition; the great halls remained covered with rib- 
vaults, the smaller with coffered wooden ceilings. The build- 
ings, as in the feudal castle, were grouped more or less 
regularly round a courtyard which was often provided with 
open arcades on one or more sides. The various storeys com- 
municated with one another by means of a spiral staircase, 
generally enclosed in a small tower projecting externally. 
There was still much decoration, as in Flamboyant Gothic, 
and it was of more importance in the upper than the low’er 
parts of the building; but the elements of this decoration had 
changed. Flemish influence decreased and new motifs were 
borrowed from Italy. They include, mt in very low relief, 
foliated scrolls with or without medallions, details such as 
ribbons attached to a ring which run the length of the panel 
and link up various motifs, or candelabra (superimposed 
broad-rimmed goblets with extremely fanciful small figures 
seated on them); here and there were acanthus leaves bor- 
rowed from the Corinthian capital. Without modifying the 
principles of construction, the Italian influence worked to- 
wards an even more extensive opening up of the house to 
the outside by arcaded galleries or loggias, either on one of 
the floors or at the top of the building. In the interior the 
coflered ceiling was occasionally introduced. Most impuitant 
of all, that indispensable adjunct, the pleasure garden, was 
associated with the chateau. 

All the innovations - even the foreign ones - were applied 
by. architects of French nationality but of so little renown 
(such as Colin Biart, Pierre Fain, Gilles le Breton) that his- 
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torians long hesitated to see in them more than mere master- 
masons, to whom an Italian draughtsman brought plans and 
models which they were merely charged to execute. Yet the 
documents hardly ever mention anyone else and we are forced 
to surrender to this evidence. 

So it was these almost unknown masters who transformed 
Amboise under Charles VIII, who introduced Lombard 
decoration at Blois under Louis XII while still keeping the 
general lines of the construction within the national tradition. 
It was they who created at Gaillon in Normandy, for the 
Cardinals of Amboise, one of the marvels of the Renaissance 
of which almost nothing remains to-day and which is known 
chiefly through engravings, notably the fine set by Du 
Cerceau. Italy, apart from a few decorators, as yet provided 
only the prototypes for the gardens and doubtless also the 
furniture. 

With Frangois I, after 1515, her influence became more 
pressing. At Blois again, the wing of Frangois I with a loggia 
on its exterior fagade introduced the rhythmic travh^ as con- 
ceived by Bramante, into France; and the spiral staircase 
opens on to the courtyard like a gallery or a box at the theatre. 
These are old castles remodelled, in which symmetry and 
regularity art still lacking in the whole. Chambord, begun in 
1 5 19 in the heart of the forest, was a new undertaking, one of 
the first for which a vast symmetrical plan was conceived. 
The general appearance remained feudal, but the addition of 
a terraced roof allowed the ladies to follow the progress of the 
hunt; this terrace supports what amounts to a little village 
with great sloping roofs, highly decorated, in this case with a 
high proportion of elements borrowed from antiquity. The 
chateaux of the nobility at Chenonccaux (first part 1515-22) 
and Azay-le-Rideau (1518-25) also showed an innovation: 
two straight parallel flights of steps replaced the spiral stair- 
case. 

About 1528 Frangois I abandoned the Loire for the region 
around Paris. Here he first built and then altered the Chiteaux 
of Madrid, Fontainebleau, and Saint-Germain. The chateau of 
Madrid (begun in 1 5 28, to-day completely destroyed) in which 
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Girolamo della Robbia seems to have played a leading part, 
marked a decisive development because of its exclusively 
Italian character - the rigid symmetiy of the facade, two 
storeys of open arcaded galleries, pilasters, terracotta medal- 
lions. At Saint-Germain-cn-Laye, altered from 1539 onwards 
by Pierre Orambiges, the great innovation wms the flat ter- 
race, this rime open to the sky; but it rests on Gothic vaulting 
and, in spire of the admiration which it aroused, was not 
imitated. I'ontainebicau (pi. 36b) is less interesting for its 
architecture (a collection of ill-assorted buildings, m which 
(iilles le Breton nevertheless gave proof of a simplicity which 
is in Itself a novelty for tins period) than for its interior de- 
coration, due t<^ Italian artists summoned by the king, chief 
among them Ptimaticcio and Rosso. This decoration is based 
on a combination of painting and stucco, the model rT which 
had been piovidcd liy Raphael and his pupil Ciiulio Romano 
in tin* Vatican lyoggie at Rome and the Palazzo del Tc at 
Mantua; to this is added a very fine dcc<*ration in woodwork, 
|>tobabIv by I’ronch or l‘len>ish raivers. The appearance of 
the Long Ciallerv must be noted; it was to become the perfect 
reception room lor two centuries; we find it in the Louvre, at 
Versailles, and m the tv'*wn houses of ‘ieventccnth-ccntury 
Paris. The Italian architect Serlio, who was called to Fon- 
tainebleau but docs nut seem to have worked there much, has 
left at least one fine example of his style in France, the Cha- 
teau of AntA -le-Franc (Cote d'Or), one of the first buildings 
of the classical Renaissance. 

I'rcnch architects of the fust hvilf of the sixteenth century 
were still partly masons, but this was certainly not the ease in 
the years following. They became scholars and artists. Pierre 
Lescot (c. 1510-78), the architect of the Louvre, was a dis- 
tinguished humanist, Lord of Clagny, counsellor and almoner 
in ordinary to the king. PhihlxTC Delorme (r. 1515-70), whom 
we shall meet again at the TuiLries, Chenonceaux, and Anet, 
had made the j<mrney to Rome and measured the monuments 
of antiquity on tiic spot; he wiotc various books, not- 
ably a TruJfe (1567); and moreover, by family 

cmiition, he was as well versed in die practice as in the theory' 
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of his tracic, Jean Bullant (r. 1510-78), who was to be architect 
to the Montmorency family, was also a scluklar and a writer 
iV anhitcclurc dej cinq muni ires de colonnes^ Tt 565*) The same 
can he saui of the members of the Du C'ercciiu dynasty, and we 
have already mentioned several limes the standard work of 
Jacques Androiiet Du ('creeau, l^s plus excelients Bd//mrnfs de 
I runce, i S7f> 9 (pi. ^f>a for an example of his cngravint?s). 

From ihe^c new minds w"as born a new architecture. In 
many respects it remained faithful to the national tradition, 
refusl^^» in particular t</ substitute the Italian flat roof for the 
pitched roof, ti accepted onh the dfime, which was later to be 
developed sc'. successfully m I'rance. The essential innr>vation 
was the use r^i the antique orders, on which all decoration was 
based. The principles of Vitruvius, widely known throu/,d^ 
Jean Mai tin's translation, a fust-hand acquaintance* with the 
Roman monuments, and, shoitly after, the first threat Italian 
treatises, particularly those of Serlio and Vignola, who had 
both been to I'rance, were to become the do^jmas of the new 
art. Sometimes each storey had its order, the same for the 
entire elevation or varied according to its position; in this 
case supreme perfection vas reached by the superimposition 
of the three orders, Doric, Ionic, and Corinthian, placed in 
that order from the base upwards; very rarely this order was 
in\ertcd (Assier). Elsewhere, one colossal single order domi- 
nated the whole height of the fa9ade, linking up its horizontal 
divishms by a single vertical line. Philibert Delorme gave one 
of the finest examples of superimposed orders at Anct, while 
Jean Bullant preferred the single or ‘colossal' order. We cveri 
find French architects emdeavouring to add a fifth order to 
those of Vitruvius and Serlio. Philibert Delorme devised the 
French order, in which the shaft of the column is encircled by 
heavy rings of stone; it w'as hardly successful, but the idea of 
a national order was takem up again at Versailles in the seven- 
teenth century. 

Some of the major works of this second Renaissance period 
must now be studied. The artistic centre from now on was 
the Seine valley. In Paris itself, Fian^ois I decided on the re- 
consmiaion of the Louvre and entrusted it to Lescot, who 
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worked on it for thirty-two years, most probably with the 
technical advice Jean Goujon. Lescot’s Louvre at first took 
in only the rectangular building which forms the south part 
of the west wing of the present square court. At right- 
angles to this he added a similar building. The entire south- 
west corner of the court of the Louvre thus goes back to the 
sixteenth century and its history may be traced on its facades 
in the monograms of Henri II and Charles IX. The work is 
characterized by its symmetry, by the regular distribution of 
its windows with alternate triangular and curved pediments, 
by the pilasters which separate the windows, by the super- 
imposition of different orders, and by the substitution of an 
attic for the dormer windows; but also by its great tradition- 
ally pitched roof and by the decoration which remains abun- 
dant in the upper part. This time it consisted in great bas- 
reliefs of allegorical figures, produced by Jean Goujon and 
his workshop. It is possible that Lescot had greater projects 
in mind, for example the fourfold multiplication of the square 
court, but this is unlikely. 

Twenty years later, in 1)64, Catherine dc* Medici under- 
took, some distance away and outside the city walls, the con- 
struction of the Tuilcrics, for w’^hich she employed Philibert 
Delorme and Jean Bullant. The Tuilcrics, burnt down in 1871 
by the Commune, were the major achievement of French 
architecture in the second half of the sixteenth century. It 
represented the new^ ideal of architecture at its best, in which 
sculptural decoration (ornament or sculptural figures) was 
eliminated and in which all the beauty lay m the general 
accuracy of the proportions and the correct use of the antique 
orders. Its loss too often prevents our realizing its importance 
to-day. The central part (Delorme) was dominated by a four- 
sided dome, the first to be seen in Paris, set on two super- 
imposed orders, Ionic and Corinthian respectively. Tu it 
Philibert Delorme had applied his invention of the French 
order. To right and left two rather lower galleries, roofed by 
a terrace, linked up with the sid** pavilions of Jean Bullant. 
These were characterized by the use of a c<^ossal order, 
Tuileries and Louvre were extended in the Grande Galcric 



DOMESTIC ARCHITECTURE l8l 

(Galcric du Bord-dc-rEau) and in the Petite Galerie (Galcric 
d ’Apollon) to join up with each other. 

Together with the Tuilcrics must be mentioned also the 
Chateau of Anct, the masterpiece of French Renaissance archi- 
tecture built by Philibert Delorme for Diane de Poitiers. The 
entrance of the main facade, wdth its regular superimposition 
of the three orders, Doric, Ionic, and Corinthian, was long to 
remain a prototype foi both religious and domestic architec- 
ture. To-day it stands in Paris in the court of the ficolc dcs 
Ikaux-Arts next to the portico from Gaillon. Each of them i$ 
the perfect expression of one of the great moments of the 
Renaissance and in comparing them it is easy to measure the 
advance made by French art in the space of hft) years. Another 
equally telling comparison is that between the two main 
blocks c*f Cbcaonceaux. On the one hand the building of the 
early Renaissance of which we have spoken still blossoms 
with I'iamboyant niceties; on the other, the severe, bare Long 
Gallc!)', which Philibert Delorme threw ovei the Cher like a 
bridge at the request of Diane de Poitiers, is stripped of all 
otnament. 

The art of Bullant is perhaps even more classical, at least 
more Roman. At Fere-er-Tardenois (i 5 52“f>2) over a 6 y-foot 
deep ravine he built six arcades to support a two-storey con- 
‘ truaion; the now ruined complex resembled one of those 
grandiose enterprises conjured up by Piranesi. At ficouen his 
portals with their giant columns recall the temple of Jupiter 
Stator. 

Besides these royal or semi-royal undertakings, some space 
should be given to the more modest or less famous houses of 
the aristocracy, which also reflect the evolution we have just 
sketched. Mcsnicres (Scinc-Inft^ricure), Fontainc-Hcnti (Cal- 
vados), Assicr (Lot), the north wing of Bourtuzcl (Aveyron) 
belong for the most part to the buildings of the early Retuiis- 
sance and are in many ways reminiscent of the Blois of Fran- 
cois 1. La Rochefoucauld (Charente) is a perfect unity with a 
triple arcaded gallery over the inner courtyard, and is per- 
haps the tnasterpiece of this Italianate architecture. Classidsm 
is represented by the chkeau of Bailleul (Seine-Io£5rieure), un- 
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fortunately little -known, the facade of which is the realization 
as early as 1545 of a very precocious and correct superimposi- 
lion of tlic orders; by the cast gallery of Bournazcl; by the 
Grand-Jardin at joinvillc (1 lautc-Marne), etc. The extra- 
ordinary chateau of the Tour d’Aigue^s, in Provence, derives 
directly from the R<'rnan monuments; but the gap was bridged 
by the Komancsejue art of Provence, which had nsclf been a 
Renaissance. 

5 'I’llF, SPVF.NTF: I.NTII AND F.IGHTin.NTll 
Cr-NTIMUJ S 

The chateaux of the seventeenth and eighteenth centuries, 
with the exception of Veisailles, arc nf)t as popular as those of 
the Renaissance, ^’et they arc neither less numerous nor 
less attractive. Here little can be said of anything .iparl from 
the royal houses, l)ut in what other country could the history 
of architecture otfer such a list of aristocratic lumies as this in 
the space of two centuries* Richelieu (Lemercier, 1651); 
Maisons (l'ran(;ois Mans.ut, 1642); Vau\-le-\hcomte (Le 
V.iu, iCi6); (Jhamps (Pierre Bullet, beginning of the eigh- 
teenth century); Ghamplatrcux (C^hevotet, lyu); Menars 
((hibriel and SoulRot, c. 1760); Benoiivilie (Ledoux, 1767)? 
Hven among the royal houses we must limit ourselves to the 
three main ones, the Lou\ re, Versailles, and Marly, and leave 
aside tlic Luxembourg, Saint-Cloud, Meudon (pi. 58b), 
Clagny (pi, 57b), and C.ompiegne. 

I'ht l.omr€. l‘he history of the Lou> re in the seventeenth 
century is, in the w*(vds o*^ R. josephson, one of the most 
dramatic and from certain points of view^ the most decisive 
episodes in the h»stor\' of Eun^pcan art. At the death of Henri 
IV in jCoo, the Louvic was no moie than tw'o buildings 
raised at nght-angics by l,escot at the south-west corner of the 
presetu s»^uarc court. They were linked w'ith the Tiiikrics by 
the Grande (klene and the Petite Galeric, which at this time 
were only just comnicicd. The interior was so dilapidated 
that when Mane dc* Medici arrived in France in 1601 she 
thought she was Ixing made fun of by being taken to visit an 
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uninhabitable palace. She preferred to build another, the 
Luxembourg. In 1624 Louis XllI carried on the work. He 
un(lertt><)k to complete the square of Insect’s buildings, so 
as TO enclose the courtyard. First o{ all Lemercicr prolonged 
Lescot’s wing on the west to double its original length; the 
Clock Pavilion, higher than the rest, capped by a dome sup- 
ported on eight carvatuls, stressed the centre of the new fa9ade. 
Then the north wing was begun, still reptniting the sixteenth- 
century elevation. As for the apartments, they were to have 
been decorated, like P’ontaineblcau, with a combination of 
stucco and painting-, for which Poussm was called back from 
Itrilv. 'The project was only realized during the minority of 
Louts XIV, when Anne of Austria came back to Patis after 
the Fromle m 1652. Poussin was dead, and the winter quarters 
ot the queen were entrusted to Lc Brun and Le Sueur. For her 
summer quarters, which rtwrk the summit of the Italianatc 
sf\lt in France, stucco Wf»rk by the brothers Anguicr framed 
great frescoes by the p’lorcntinc Romanclli, inspired by the 
Pitti Palace, 

After 1661 Lc Vau finished the three remaining sides of the 
ct'jurt (^n the pattern of the west side, composed of the exten- 
ded Lescot pavilion and the Clock Pavilion. Eiy 1664 the square 
was closed in; hut the three new sides had as yet only two 
storeys, their completion being combined with that of the 
facades as seen from the outer side. When it was decided to 
gi\c these a terraced roof, the corresponding interior facades 
w'trc covered in the same way. 

For these exterior facades an outstanding effort felt 
to be ncccssart . The palace of the king in Paris, the capita] of 
France, had to be something special. This caused some hesita- 
tion. About 1665 Le Vau built a preliminary fagadc on the 
south, along the Seine. It repeated, with a few variants, the 
western interior facade by Lescot and Lcmcrcier, and had a 
central dome based on that of the Clc>ck Pavilion, though more 
ponderous. Lc Vau also produced a plan for the facade to- 
wards Saint-Germain-PAuxerrois, Collxrrt asked Francois 
Mansart for another, but he refused to provide a design. At 
this point Colbert decided to turn to Italian architeas, in par- 
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ticular Bernini. Four masters of Italian architecture were 
approached in 1665 - Candiani, Rainaldi, Pietro da Cortona, 
and Bernini. After some correspondence Bernini was sum- 
moned to Paris, welcomed with royal honours, and lodged in 
the Palais Mazarin where he drew up a final project. We know 
it chiefly through the engravings of Jean Marot, which are 
probably not altogether faithful to the real conception of the 
artist, better expressed in models. Although until then Ber- 
nini’s style had been very extravagant, he provided a com- 
pletely bare, almost cubist project, with no striving after 
elegance in the detail but merely an effect of mass. On a stone 
foundation forming the basement stood a roughly faced 
ground fh^or, two storeys linked by a colossal Corinthian 
order, and a terraced roof with a balustrade decorated with 
statues. These ideas were accepted in principle. On 17 October 
1 66s, the foundation stone of the facade towards Saint- 
Germain-rAuxerrois was laid; on 20 October Bernini starred 
back to Italy, leaving the head of his studio to oversee the 
works. For at least a year he continued to deal with it from 
Rome, hut the work was never completed. The coalition of 
French architects, momentarily swept aside, was to profit from 
hi.s absence by taking over the direction of the Louvre and 
bringing it to its completion on quite different lines. There 
was never an open break between Bernini and the French, but 
the project \^as none the less a failure which marked the end 
of Italian influence in France. 

In 1667, eighteen months after Bernini’s departure, Le Vau, 
Brun, and Perrauk were cmnimssioned to go ahead with 
another plan. This was the presenf Colonnade, executed from 
1 668 onwards. Posterity has given all the merit to Pcrrault. 
Actually it was the outcome of a collaboration. It was only 
when Le Vau was completely engrossed in Versailles, in 1668, 
that Pcrrault took charge of the work and modified the plan 
elaborated in common. The result is well known: a ground 
floor wiili tall windows forming an immense base, a great 
storey witJi a free-standing Corinthian colonnade in from of 
it, and a fiat roof. The effect of grandeur is undeniable and 
the colonnade of the Louvre was to be imitated many times. 
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Its defects are no Ic&s obvious: the decoration was applied 
without relation to the rest of the building, the apartments 
which open on to the colonnade instead of the street are 
not sufficiently well lit, and in addition a flat roof is more 
suitable for the Italian than the French climate, since its line 
has to be broken by a host of chimneys. The other three 
fagades were later built in harmony with that opposite Saint- 
Germain-rAuxerrois, but with no colonnade, only with a 
colossal (jfder running through two storeys. No hesitation 
was felt in demolishing the fa9ade over the Seine, previously 
huilt by Le Vau, and replacing it by a new one in harmony 
with the whole. 

One last thint; remained to be done before the Louvre could 
he consulercd finished - the establishment of a link with the 
Tuilerics to the north, towards the rue Saint -Honore, sym- 
metrical with that on the south along the Seine provided by 
the Grande Cxalcric. Bernini, Pcrrault, and others had had 
ideas ror doing this, but it w’as not executed until the nine- 
teenth century under the two Napoleons. 

1 VW//p.f. Tlie history of Versailles is at least as complicated 
as that of the Louvre. It can be divided into five periods - the 
Versailles of Louis XIII, the three Versailles of Louis XTV, 
and the Versailles of Louis XV. 

(i) The first royal chateau of Versailles was built by Louis 
XIII from 1624 onwards. The king often went there to hunt. 
It was a small building of brick and stone with a great slate 
roof, such as could be seen at the time in Paris in the Place dcs 
Vosges. If had a very simple plan, which was to become the 
general model and may have been so already: a main rec- 
tangular block, framed to the right and left by two wings 
linked at their other extremities by a low covered arcade. 
*rhc same is found at the Luxembourg. The court enclosed 
in tliis way, known as the Cour dc Marbrc, still exists. The 
essential part of these buildings, except the arcaded gallery, 
also remains, for Louis XIV would never allow them to be 
touched. On the other side were gardens with flower beds 
laid out like embroidery. This early Venailles was perhaps 
designed by Salomon de Brossc, the architea of the 
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Luxembourg ; or perhaps only by the master-mason Le Roy. 

(ii) Jn 1661, as soon as Louis XIV came to power and in- 
sisted on ruling personally after the death of Mazarin, his 
name was linked with that of Versailles. This first Versailles of 
the Grand Monarque was as yet nor much more than the Ver- 
sailles of Louis Xin, with a few' new decorative innovations 
by Le Vail. I’hc most important was the transformation of the 
garden. J.e Notre presented a new design, the basic pattern of 
which, in spite of modifications in detail, has never been 
altered : a great vista flanked by two shrubberies and following 
the axis of the palace, with symmetrical arrangements of lawns 
and flowxrs on either side of this line: statues cverywdierc; an 
orangery built by Le Vau; and a menagerie for rare animals. 
This w^as the Versailles of Louis XIV’s youth, where Molierc 
came to act his first plays; the Versailles of the king's lovc- 
afl’air with Mile clc La Vallicrc. 

(iii) The second Versailles of Louis XIV was that of Mmc 
dc Montespan. Louis XIIFs chateau, said Mmc dc Scudery, 
was only hhc little house of the greatest king on earth*, in 
1668 the transfotmalion was decided upon. To avoid a 
‘patched- 'ip' result Colbert suggested complete reconstruc- 
tion. The king set himself obstinately against this, declaring 
‘with some feeling, that they could demolish every bit of it 
and he would hav<* if rebuilt just as it was without changing 
a thing* (Perrauit). Finally it was decided to preserve the 
original ciiiiitenu, cnvck*pmg it on three sides. Only the 
fa^tde on to the Coiir dc Marbre remained intact. The new 
building which enclosed the f)ld was conceived by Le \''au and 
realized between i6(j8 and 1671. Towards the entrance, the 
Cour dc Marbre was lengthened by two elegant wings ending 
in porticos of six columns, and with flat roofs. Towards 
the gardens appeared the central block of the present palace, 
a vast rectangular building with an arcaded ground floor 
forming a massive basement, a piano nohsk, an attic, and a flat 
roof. But in the middle of the fa^ide the main storey and the 
attic receded, leaving over the ground floor a terrace paved 
with marble and decorated with a fountain. Simultaneously, 
the complete tiansformation of the interior was carried out 



DOMESTIC ARCHITECTURE 1S7 

under the direction of Le Brun. One of its finest parts, no 
hunger extant, in one of the new galleries prolonging the 
Cotir de Marble, was the Ambassadors* staircase, a mixture of 
nr>hlc and familiar styles, a combination of real architec- 
ture and illusory perspectives. On the first storey, painted 
courtiers seemed to press between columns over the balus- 
triuic of a great loggia to watch rhe ambassadors asccml the 
stairs; further up again there was a simiiai optical illusion, 
though this time the spectators were the animals of the mena- 
gerie. These two names, Le Van and Le Brun, to which that 
ol Le Notre should I>t added, sum up the efiorr achicNcd at 
Vf.rsailles before the arrival of Hardoutn Mansart. Bernini had 
only just returned home. I'he art of Lc Vau and Lc Brun still 
shows the subjection of b'rance to the inlluence of Italy li may 
be iabcllcd Baroque, for it must be rernemlKred that among 
the mvjst outstanding characteristics of the Barotjuc style i.s a 
peisistent search for movement and tur))ukni compo.siuon, 
winch l.e Vau favoured, iiis Versailles, frt*m whatever angle 
we consider it, cither Irom the entrance, wuth its ever narrow- 
ing c()urts, or fnjrn the garden, with the immense central 
recess in the fa^'adc% is movement throughout. We can say the 
same lor Lc Brun - his opulence, his sense of perspective, his 
desire to astonish, as they appear in the Anibassadors* stair- 
case, all remain xciy clr»sc if» the Italian spirit. 

(iv) Jules j larduuin-Mansan, ncpliew of l'tan(;ois Mansart, 
came oti the scene in 1678 for the third Versailles of Louis 
XIV, ilc had just built Clagny for Mme de Montespan. llis 
art, at least at the beginning, was intellectual rather than 
sensual, or at anv rate much less sensual than that of Ix Vau 
and Lc Brun, i ic w^as closer to his uncle, whose designs be had 
inherited. 

The Versailles of Lc Vau, begun about 1668, did not last 
ten years. It had seen the triumph of Mmc dc Montespan. In 
1678, after the Peace of Nijmegen, at the ven^ moment when 
the favourite w-as definitely discredited in the Poison affair, a 
new transformation was being contemplated. But Hardouin- 
Mansart, born in 1646, was then little more than thirty years 
old ; he was nut to have free scope until 1685 after the death of 
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Le Brun, a sun^ivor from the previous generation. In the Cour 
dc Marble where Lc Vau had accumulated graceful but small- 
scale decoration, emphasizing the restriction of the space and 
the closeness of the walls, Hardouin-Mansart transformed 
everything to arrive at the present result. The change is much 
more obviously felt on the garden side. He removed the great 
terrace over the ground floor which characterized the work 
of Lc Vau. The two wings were linked in a straight line and 
the terrace replaced by a gallery. The elevation remained the 
same, but the effect was completely changed: no more con- 
trast, fantasy, or movement - nothing but one great horizon- 
tal, along the whole length of which arc superimposed base- 
ment, nobiky and attic; no more strong projections, only 
some very slight ones supporting coupled columns; hardly 
any attempt at variety, apart from the contrast between the 
round-headed wind<iws of the fitst floor and the square bays 
of the mezzanines. There is no longer any question of the 
Baroque, only of the Classical style, meaning by this calm 
majesty, magnificence, and richness of line, and with a hori- 
zontal rail'd than a vertical emphasis. In addition logic and 
reason govern the whole structure, since this exterior trans- 
formation was bound up with changes in the interior, notably 
the creation of the Galerie dcs Glaccs. 

Mansart planned on an even greater scale. The new facade 
became only the central clement in a much vaster complex; 
two wings, slightly set back, frame it: the South or Princes* 
Wing (1679-82) and the North Wing (begun 1684) bring the 
total extension of the palace to 550 yards of facade. Here is 
another opportunity for stressing that characteristic so often 
denied to French art - the colossal. 

Internally the new Galcric dcs Glaccs owes as much to Lc 
Brun as to Mansart. As at Clagny, it extends between two 
rooms : the Salon dc la Guerre and the Salon dc la Paix. Over 
it is a vast painted ceiling, on the walls between the v^indows 
and between the large mirrors is a rhythmical succession of 
marble pilasters. Until then only Italy had been capable of 
creating d^cor dependent on mirrors. Colbert wanted to show 
the world what the new French factories were capable of* 
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Tlic <izc of French plate glass was much larger than the 
Italian, but still far from that of the present day, since at Ver- 
sailles each mirror was composed of eighteen bevel Icd-cdgcd 
plates, joined together by chased and gilded brass. The col- 
umns and pilasters separating the mirrors and the windows 
b(uc capitals in metal designed bv Lc Brun, which he called 
tlie I rtnch order - a background of palm fionds with a flettr^ 
d( in the centre, a sun at the top and two cocks beating 
their wings in the upper corners. The hlv, sun, and coeks were 
three symbols, sta^iding for the monarchy, Louis XIV, and 
France A little later on Hardouin-Mansart was to complete 
his wwk at Versailles wuth the new Orangcnc (1684-^) on the 
site oi the south flower heels, several shrubberies decorating 
the garden, and, above all, the conslruttion of the Trianon 
and the chapel. 

The chapel, begun after 1699, at the \ cry end of the century, 
aheady belongs to anothci sf>]c It owes as much to Robert 
de Coftc as to Hatdoum-Mansarf. The plan belongs to the 
tradition of the Palace chapels w’lthout aisles and with an 
internal division into two storeys. The building uself, much 
higher than the other pans of the palace, no longer complied 
with the rigorous discipline of a unified plan. The exterior 
decoration, very exuberant, also breaks with the desire for 
simplicity stressed up to that time by all the fa9adcs. 

(v) All this very nearly disappeared under Lt)u*s XV, who, 
with less respect for family souvenirs than his great-grand- 
father, had accepted a plan for a complete renovation pre- 
sented by Angc- Jacques Gabriel (1742). Funds failed, except 
for destroying Lc Vau’s right wing over the entrance court, 
the very one w'h^rc the Ambassadors’ staircase was. In its 
place Gabriel erected the present building, in which the colon- 
nade topped by a pediment is an cclio of the Louvre and the 
palaces in the Place de la G>ncorde (1772). With Louis XIV on 
the left and Louis XV on the right, the result was rather lop- 
sided. Louls-Philippe re-established the symmetry by de- 
molishing the left wing and rebuilding it on the pattern of the 
Gabriel block. Thus it is Louis XV who now receives the 
visitor on his arrival. 
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Of the Versailles of the cif*ht*.cnth century, the admirable 
decoration of the private aparitnents of Lf«uis XV, designed 
by Gabriel, is still preserved - white woodwork carved by 
Vcibcckt and Rousseau. A little later Miquc provided a sym- 
metrical element in tlie small apartments of Marie-Ant<Mncttc 
(aft(T 1782). With what n'mains of the Versailles of Louis XIV 
(above all, tlie Galcne des (daces, the Salons do Li Guerre and 
de la P;ux, the king’s bedroom), we can byllt^w, in a single 
building, three aspects ot tr>yal life during a century and a 
halt. 'I'liis rtnal art was to serve as the example fot prnate 
indivuiuals; we shall find it in Pans also, but obviously on 
another scale. 

The palace should not be considered apart trom the Tn- 
anons, where the sovereigns, one after another, sought to 
c'seape irom court etK|uetrc. l‘he same thiec periods are repre- 
sented. 'I'lie (irand 'Itianon, butlr from 1687 onwards by 
J la’'douin- Mansart and Rf)beit de (.otte, is a reduced version 
4)f (he mam palace: a simple all-marble gr<Hmd floor witl^ a 
dat I oof, in the middle an open colunnade with coupled 
columns, allowing ol tree iitcuiaiiryn. Tins replaced the poice- 
laii’i Ttianor\ so called because it was deciyrated with plaques 
of Iduc, volute, and velloNv pe.rcelain; v.dlh it:' if>“b '^f gilded 
lead. It was a picturesque and colouiful ensemble lypical of Le 
Van’s taste; actuallv it was only a simple little pl^isure 
pa\ihon which l.ouis Xl\' had ha<i built in the park, after 
1670, for imimaic afternoon ixfreshmenis. 

Some dustance away, at the end of Louis XV's reign, Angc- 
]acquc> Gabriel built the Petit Tuanvm ^i7Si) for Mmc Du 
Ikuty; It is perhaps, of all iTcneh architecture, the work which 
best merits the epithet ‘Attic’. Lurthtr otV still, Richard Mique 
conceived the charming and fragile decor of the Hameau (in- 
cluding the master's house, the dairy, and the mill) for Marie- 
Antoinetie, where the ill-fated queen amused herself by play- 
ing shepherdess, in the years of inru>ccnt happiness for which 
she was to pay so dearly. 

Afar/)\ Mailv the only great palarc both pkinned and 
wholly reaiiacd during the reign of Louis XI\ . Nothing of it 
remains to-day. The king sought in it not solitude or even in- 
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timacy, but ft more limited settin^^ to which only a few 
privileged persons should be admitted, so that an invitation 
to Marly became the most envied of favours. The setting, 
planned by Hardouin-Mansart, was admirable (pi. 37a). 
Twelve small pavilions faced each other across a stretch of 
water; at the end, there was a larger pavilion for the king: 
symbols of the sun and the twelve months of the year. Lc 
Brun provided the exterior decoration, which was sump- 
tuous and full of optical illusions. Tite group stood against a 
background of gardens and waterfalls, smaller but no less 
rich than that at Vcisailles. The work, which was begun in 
1679, was - we ran fairly say » never tinished; ilic expense, 
in 1705, outstiij'.pcd iliat of Vers.ullcs itself. 


II. The Town House 

There arc two principal types of town house, the apartment 
house and the private house. 

? MEDIEVAL TOWN HOUSES 

Some are in timber, others in stone. VioUet-le-Duc held that 
the former, in the north, were the result of the Germanic in- 
vasions, the others, in the south, a survival of Roman domi- 
nation. Nothing could be more incorrect. At a lime when 
transport was difficult for the ordinary citizen, materials were 
not chosen; those found on the spot were u.scd without 
question. What is more, there arc timber houses in the south 
(Languedoc) as well as in the north, and we now know that 
they existed in Gaul long before the invasions. 

Timber houses were die more numerous. Generally the 
ground floor was of stone, or at least a base of stone or brick 
was provided to prevent the timber from coming into direct 
contact wuh die soU. In France, the system of building on 
piles, as practised in mounuin regions (Switzerland and the 
Tyrol), is not known. The units arc set either vertically (posts) 
or horizontally (cross-pieces) and arc bound together by 
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oblique units. In this way the timber forms a casing, filled in 
with quarry stones, bricks, or earth mortar. There are several 
variants of this basic arrangement; sometimes the vertical 
posts are ilic same length as the height of the house (this was 
the oldest system, which called for very tall timber and dis- 
appeared towards the fifteenth century), sometimes their 
length corresponds only to the height of one storey. Other 
more special arrangements characterize certain regions. 

Often the second system (short timber) does not require the 
upper storeys to be placed exactly above the same area as the 
lower ones: space is gained over the street. This overhanging 
system tends to reduce the lighting of the public thorough- 
fares, and municipal councils have never ceased to fight 
against it. The abundance of documents on the subject 
demonstrates their slight efficacy. Many very narrow streets 
U'crc turned almost into covered passages by this method; 
people in opposite houses could easily link hands. And w'hat 
is more, most of these houses, built on narrow sites, W'hich 
went very little distance back, had their gables facing the 
street. Tills lasted until the cna of the sixteenth century, giving 
the towns a \ery difFcrcnt appearance from that of to-day, and 
a picturesqucncss w^hich enrapturc^l Forinntirs 

The interior arrangement of such houses was generally very 
simple; on the ground fli>or, a shop open to the street, a 
kitchen at the back, a side passage leading into a court with a 
spiral staircase; on the first floor, a room or chamber; on the 
upper fl(wrs, bcdrcHims. Sometimes there w'as a second build- 
ing at the end i)f the court, joined to the first by a gallery. 

Many examples of these timber houses still survive in old 
French towns but tlicy generally do nor date back further than 
the fittcenth century. Normandy had a wealth of them, par- 
ticularly at Rouen and Lisieux, though many have been 
ailouai, or made, to disappeai. The majotity were very plain, 
free from any deconuion. Ornament appeared only after the 
second half of die fifteenth cencurv - Gothic first of all, then 
Italianatc, and progressively mote complex. Tiic so-called 
house of Diane dc Poitiers at Rouen (about 1525) has a 
fii9ade decked out like a shtine - sculptured brackets, medal- 
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lions, friezes, urabesques, and shells in the manner of the early 
Renaissance. In Paris, the house at number 5, rue Volta (pi. 
44a), four- storeyed and timber-framed, probably goes back to 
the fourteenth centuty. The south of France also has many 
wooden houses, notably at Albi. The miniatures in manu- 
scripts or the paintings of the fifteenth century, help to give 
us a more complete idea of these houses, both inside and 
out. 

Stone houses, like those in limber, were found in north and 
south alike. But we have older examples of ihcm, of the thir- 
teenth century and even of the twcllth. Their evolution is 
easy to follow from the arrangement of the windows. In its 
simplest form the window was a rectangular opening capped 
by a Imtel; the length of the latter determined the width of the 
Window. Often, as in church porches, the hntcl was strength- 
ened by a relieving arch. In the twelfth century the arch was 
round-headed; later pointed, finally depressed. Sometimes 
twin openings separated by small columns were set under a 
single arch. From the thirteenth century the window was 
nividcd up into two parts by a horizontal transom; from the 
fourteenth century into fi^ui, an upright support, the mullkm, 
being added to the horizontal. 

The Four du Chapirrc at Rouen (rue Saint -Romain) is of 
\hc thirteenth century. In Paris, the so-called house of Nicolas 
riamel, 51 rue Montmormey, is of 1407. The south of France 
IS richer. At Saint-Antonin (Tam-ct-Garonne), the Town 
Hall t>ccupics a twelfth-century house. A small town such as 
Cordcs (Tarn) is a veritable museum of medieval domestic 
architecture, with the houses of the Grand Falconer, the 
Grand Master of the Hounds, the Grand Equerry, etc. (four- 
teenth century). 

I. THE PRIVATE HOUSE (I Wei), Somc of the houses 
which we have just mentioned, perhaps almost all of them, 
were the residences of one family only. All the same, we re- 
serve the term private house {Wei) for a more imporunt 
complex, characterized by the grouping of buildings round a 
court, and in which the main residential block does not over* 
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look the street. This is the adaptation, the urban transposition, 
of the nobleman’s castic or the feudal country house. 

The house of the archbishops of Sens, in Paris, is of the late 
fifteenth century. Older and mt)re characteristic is the house 
of Jac(|ues CaTir at Bf)urgcs (1442-53). The court is still very 
irregular and surrounded by arcades (this kind of vague pen- 
tagon was later to become a perfect square or rectangle and 
the arcades disappeated). Here, the ground floor is given up 
to the servants* quarters and rilTiccs. On the first floor is the 
main reception room, the great hall; together with this arc 
the chapel and apartments, consisting of bedrooms and dress- 
ing rooms. The vertical link is provided by spiral staircases, 
three of which are encased in charming little turrets, project- 
ing into the court. A light, attractive abode, with nothing 
feudal or military about it, with its owner’s personality clearly 
stamped on it, and his name and coat-of-arms set up in a 
number of places. The period - wc arc still in the Middle Ages 
- is revealed in the disdain for symmetry and the right-angle, 
as well as by the decoration, especially abundant on the upper 
part, consisting of coupled arches and little bas-reliefs of very 
varied themes ranging from the illustration of a love ronaance 
tti the familiar representati'*!! of a kitrlu'n interiviir. But the 
clear, easily decipherable disposition of the units must also be 
noted, particularly in the facade to the street, where we find 
the three classic divisions (basement, main storey, roof with 
dormer windows) clearly separated. Although it has not yet 
the proptirtions of Francois Mansart, it ai»^cady has his clarity. 

In the sixteenth century Narious houses throughout the 
country present a similar arrangement They dirfer from each 
other chiefly in the dccoratinn, ranging from Flamboyant 
Gothic in the buildings of older design such as the Hotel 
dc Cluny in Paris (1498) to the most clearly defined classicism 
in the I lotcl d’Assezat at Toulouse (t 5 s 5). There aie also many 
regional \ariations. In the Loire valley and in Normandy, in 
the Hotel d'l xoviUc at in the fine aristocratic houses of 
Blois, Tours, and Angers, can be teu the direct echo of the art 
of the royal palaces. Elsewhere, there is a direct passage from 
the medieval to the Baroque^ missing out tire classical period 
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■ at Dijon, Hugucs Sambin (probably bom about 1520), 
architect and woodcarver, treated the t‘a9adcs of private houses 
as a cabinet-maker would (Maison Milsant, Hotel Le Com- 
passciir) decorating them in a flamboyant way $0 that antique 
motifs arc interspersed with lions’ heads, grotesque masks, 
and even garlands oi rosettes of ribbons. At Toulouse, the 
series is complete -- early Renaissance in the lldrcl dc Pins; 
classicism in the Hotel d’Assezat; precocious Baroque in the 
Hotel dc Ikigis and the Hotel du Vieux-Raisin. The name of 
Nicolas Bachelier (about 1500-56) dominates all die others and 
for marn years Jiis hand was seen everywhere; it is certainly 
not present in the Hotel J’As^czai, except perhaps in the 
derail ot (mjc door. Baclielicr was ically a sculptor and his 
expies^avc manner can he clearly recognized in the Caryatids 
of the Hotel du Vieux-Raisin and the Ailantes of the Hotel de 
Bagis. 

Yet it was in Pans, towards the end of the sixteenth cen- 
tury, that the typical classical hotel was evolved; its type was 
dominant through two whole centuries, while a constant evo- 
lution took place in its plan and decoration - a particularly 
signilicant evrdution, because it corresponds to the changes 
in French society itself. This type of hotel arose wich this 
society at the dose of the Wars of Religion; 11 was at first ihc 
background of a powerful, exuberant life ar the time of Mme 
de Rambouillct and the heroines of the Fronde; it finished in 
the eighteenth century in the most elegant and enchanting 
dwelling which has ever been created in France. 

In Paris itself’*' - examples are also found in the provinces - 
tt is worth noting that the hotels of each period arc concen- 
trated in a particular quarter. Under Richelieu, it was the area 
around the Louvre and the Palais Cardinal (now Palais- 
Royal); under Mazarin and during the minority of Lriuis XIV, 
the Marais and the area around the Plate dcs Vosges; bter, 
the lie Saint-Louis. At the beginning of the eighteenth cen- 
tury, the fashion was for the Faubourg Saint-Germain, then 
right in the country; the end of the century takes us to the 
Cliausscc d’ Antin and north of the bemievards. The sitc-condi- 
*Scc Appendix lor the principal h6tcU of Paris, arranged by strccu. 
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tions differed in the various quarters and would have been 
enough to introduce differences of structure. Land was 
limited ?nd dear in the tie Saint-Louis; on the left bank, along 
the rue de Crenelle, expansion was unlimited. Other differ- 
ences depended on the rank of the occupants - the same thing 
would not do for the Princesse dc Bourbon and the wig-maker 
Pcyrcnc dc Moras. 

Though there are almost as many kinds of plan as there are 
houses, wc can recognize certain general characteristics. 

The living quarters were set between court and garden, so 
that they did not face the street (one exception - the Hotel dc 
Beauvais, rue Fran^ois-Miron, pi. 41b). The main block is at 
the end of the court. In the seventeenth century two wings of 
the same dimensions projected from it towards the street; 
this is thcso-callcd ‘half H’ (i.c. n) plan (Hotel Tubeuf, Hotel 
dc Sully); in the eighteenth century these wings were no more 
than lateral projections (f lotel Matignon, Hotel de Moras). To 
compensate for this, the dcptii of the main building is doubled; 
it has tw<^ series of rooms, one facing the court, the other 
facing the garden. The court itself, square at first, was 
rounded off at the corners opposite the house (Hotel dc 
llolliindc, f lotel dc Rohnn^ Hotel Matignon). ITie outhouses, 
particularly the stables and manure heap, were a drawback; so 
a second courtyard (the base court) was added at the back, or 
even a side court for the servants, the forecourt becoming the 
court of honour (cour d'homear). 

What die internal arrangement? The present funda- 
mental distinction between reception rooms and living rooms 
was not established all at once. The work by P. Lc Muct, 
Maniire de bdtrr p&ur toutes series dc gens (first edition, 1625), 
which includes ail sorts of plans for sites of all sizes, makes 
hardly any mention, even in the most sumptuous examples^ of 
anything but the hall and, more important, the bedroom with 
its closet and dressing-room. For the master and mistress of 
the house often received in their bedroom, and even from the 
bed. In her slate bedroom Mmc de Rambouilict discoursed 
on the d$i Tendte with the Pr^deustJ^ and lackeys placed 
around her ‘the necessities of conversation^ (chairs). About 
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16^0 appeared the alcoves, perhaps a Spanish idea, but one 
for which Tallcmant des Reaux gives the credit to Mmc de 
Rambouillet herself. The marquise’s house and her Blue Bed- 
room have disappeared, but wc can sec alcoves of the period 
in the Hotels Lambert and Lau2un. In the adjacent drcssing- 
loom slept the maid or valet, for servants were no more 
separated from the life of the family than reception from living 
quarters. Molierc’s plays arc commentary enough on this 
custom. 

Gradually, however, there was more specialization. The 
dining-room, the drawing room, made their appearance, the 
hall disappeared, but nor always the bedroom in which guests 
were received, and still less frequently the ante-rooms. The 
\estibulc and monumental staircase were also essentials. The 
tincst reception rot'm was the gallery, doubtless only a tran^ 
fotmation of the great hall of the medieval castle. Wc have 
‘‘cen it in the royal palaces, at Fontainebleau (Frau^-ois I gal 
leiy), in the Louvre (the Apollo gallery), and at Ve^satlJc^ 
(the Galerie des Glaces). It exists in certain seventeenth* 
eentur}’ hotels, in the Luxembourg (the famous gallery 
decorated by Rubens), in the Hotel Mazarm (now the Biblio- 
tlieque Nationalc), the Mazarin Gallery, in the Hotel de La 
Vnlliere (now the Bank 01 France), in the Hotel Lambert - 
.til large houses; and sometimes also in the smaller ones, such 
a> the charming miniature gallery of the Hotel de Hollande 
(47 rue Vicille-du-Tcmplc). The gallery disappeared in the 
tighreenth century when the drawing-room became the real 
Mate-room. 

The living-rooms, for tneir part, were split up into apart- 
ments, each with a bedroom, sometimes an ante-room, also a 
closet, a dressing-room and, more and more frequently, 
‘amenities’. In 1722, at the H6tcl de Bourbon, wc find ‘batli- 
ing apartments^; in 1728, at the HOrcl Moras ^petits lieux*. 
Corridors and interior staircases made each apartment indc- 
|>cndcnt. The Hotel de Bourbon (by Giardini) is said to be the 
first example of this. At the most it marks the culmination of 
prolonged attempts. During the lifetime of Louts XIV, the 
Hdtel de Rothelin (1704, by Lassurance) or the Hdtel Amelut 



198 SECULAR ARCHITECTURE 

de Gournay (1695 or 1712, by Boffrand) were very ingeniously 
planned, ricnch architects of the eighteenth century often 
placed the reception rooms in the centre of the house, framing 
them with the living rooms. They were soon recognized 
throughout Kurope as true masters in this art. 

There arc no longer those enfilades of rooms which the 
seventeenth century loved. l‘he disadvantages of a system in 
wluch all the rooms open one upon the either then seemed 
slight beside the long Mstas, the impression of space given by 
open d(jors all in line with one anotiier. It was the anirmation 
of a point of view wluch did not mind a little bodily mcon- 
\enience and a few draughts for the sake of triumphant 
appearances. Mine de Maintenon said of her royal husband, 
‘With him t)nly graruleur, magnificence, symmetry matter; it 
is infinitely wr)rth while enduring all the draughts which 
sweep under the doors il' only thtsc can be arranged facing 
each otjier, . . . \X*e must perish in symmetry/ It is not that the 
eighteenth century scorned long vistas; but it procured them 
in another wav, and moic cheaply, by mirrors in whicJi the 
illusion of a succession of rooms all on the same pattern was 
reflcctcil. 

In decoration {KTiod variations are even more obvious. 
In exterior decoration sculpture, at iea^l of figures, was giadu- 
all) eliminated. It still persisted over the whole facade in the 
sixteenth Centura and at the beginning of the seventeenth 
(the Seasons on the Hotel (airnavalct and Hotel de Sully), 
'rhen only the pediment remained, sometimes with symbolic 
figures lying above if. I'inall) it was reduced to a few 01 na- 
mcntal keysumes over d<»ors and windows and fine balconies 
of wioughl iron (exceptions, the Seasons or the Hotel de 
Soubisc, 1710; the Ht^rses of the Sun on the Rohan stables, 
about 1755)* The v)rdcrs wvre sometimes superimposed and 
st>mciimes simple, in the latter ease generally ('orinrhian, 
running through the whole height of the facade. They xvcrc, 
says Blonde!, ‘die court dtess ot french ardutcctuic’, but nor 
everyone wore it. At the end of the eighteenth century, at 
the time t^f the neo-dassical movement, fculpturc was found 
again, often in long narrtiw' reliefs applied as a frieze to the 
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Upper part of the house (Motel dc Salm, now the palace of the 
Legion d’l lonncur, rue de Solfcrino), Clodion produced some 
charming examples of this type. 

In France the major efforts of the decorator have always 
been concerned witli the inside of the house. But the spirit, 
the very technique of decoration changed constantly in these 
three centuries. Ihe seventeenth century veas the century of 
painters. Some, like Rubens and RomaneJJi, came from 
abroad. Simon Vouct, trained in Italy, brought the Venetian 
manner to F>ance in 1627 and for fifteen years, tt>gcther with 
his pupils, mon<>pi>lizcd ail commissions, flis work has almost 
entirely disappeared; bur it would do him no small honour to 
have left us .simp)\ Lc Sueur and Lc Brun. These (>aintings arc 
not alw^ays large historical compositions with figures, A very 
large part is left to ‘grotesques' and ‘ornament*. The name of 
the former derives from the ‘grottoes*, subterranean rooms of 
the Thermae of Titmus, of wdiich die very broken-up decora- 
tion, with its figures of human beingwS or animals set amid 
arabesques, scrolhs, and strapwork, was taken up w^ith great 
siuccss from the sixteenth century onwards. In 1550 and 1565 
respective!), Du Ccrccau published his two collections of 
iV/z/e.r and Grandes Grotesques. Later came the grotesques of Lc 
Sueur and Vouct. The specialists in ornamental mritifs arc 
Jean Lc Pautre, Jean Maiot, and Jean Berain the Hldcr. 

In the eighteenth century, painting was confined to a few 
panels over doorways. Boucher w^as summoned the Motel 
dc Soubise; Fragonard to the Motel Matignon. Sometimes, 
too, some w^orks of fantasy were admitted, chinoismes or 
shj^eries (cl, the singeries of Muct at the Hotel de Rohan, 1740}. 
But the essential dement was the panelling. Gtrvcd wrwxl or 
plaster outlined paiids along the walls. On one w’all, the 
mantelpiece, reduced to modest dimensions, became the sup- 
port for a tall mirror. The very forms of the panelling changed 
constantly. In the beginning, with ‘Rococ(»\ curve and coun- 
ter-curve triumphed, with the ‘serpentine*, ‘chicory*, and 
‘orfevre’ motifs, against w hich, in 1754, Cochin addressed to 
French decorators an eloquent Supplkatkn^ begging them to 
revert to simplicity. In fact, stiffer and even straight lines and 
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right-angles made their reappearance. Under Louis XVI the 
decorative \ocabulary drew on Pompeian, Egyptian, and 
Etruscan sources, revealed by recent archaeological dis- 
coveries, and to continue in vogue throughout the Empire. 

We must now illustrate the outline of this evolution with a 
few names and dates. \X^c shall mention nothing which cannot 
still be examined at first hand, though wc ha\c, alas, only the 
fragments of an incomparable history. Many masterpieces have 
been destroved or spoilt for ever. Only the great compilations 
of Blondcl or Manet tc* remain to give an idea of this wealth. 
A tew examples at least could be saved or reconstructed, as 
contributions to a Museum of the French House. 

The sixteen til century is hardly represented save by the 
Hotel Cairnavalet (tue de Sevigne). A likely enough tradition 
secs in It the work of Pietre Lescot. Though it was altered a 
century later by Franc^ois Mansart and again in the nineteenth 
century when the museum was installed, it presen cs the mam 
part of Us court oi honoui. Us fa9adc, formerly linked with the 
street by two arcaded wings, its statues of the Scasf)ns, m 
w^hich tlic inspiration of Jean Cyou|on is perhaps not lacking, 
and Its gisat entrance. The Hotel dc Sully (62 rue Saint- 
Antoine) begun in 1624 bv Jean Du Cciceau the Elder, is a 
lat<r rtplica of it; but the interior provides a hnc souvcnii m 
the bedroom of Suliv (further decoration of the same period 
is preserved in the liibhoth^quc dc T Arsenal). 

One hesitates to place between those tw^o names that of the 
Hotel Lamoignon (24 rue Pavee) which is said to have been 
built m i^8o for Diane dc France, Duchess of Angouitoe. 
It fits more naturally m the leign of I.oius XIII, to which 
period some tine remains in the interior seem to belong. But 
U the tr.iditional dating is conect w'c must acknowledge it as 
a woi k oi capital importance: the first application of the classi- 
cal (udc^^ to a private house and the oldest remains of the 
colossal order in Pans, 

The childhood and ajc^lcsccncc of Louis XIV arc perfectly 
represented m the lie Saint-Louis b> the h6tels Lambert and 
Lauaun. The tirst is a work of Le Van’s youth begun about 
1640* The decoration of the Hercules Gallery, in which fits- 
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cocs by Le Brun are combined with stuccoes by Van Obsul 
(1648), remains ; but only the engravings of Picart tell us what 
ihe Gibinct dcs Muses and the Cabinet dc T Amour were like 
(pi 59a and b). Tlic Hotel I^aurun (Lc Vau, 1655-7) now a 
municipal museum, has presen cd its dccoiation almost 
intact. 

To the old age of the Roi Soleil belong the 1 lotcl de Souhise 
and the Hotel dc Rohan, m the Marais, both by Dclamair 
(1705) but decorated much later; the oval drawing rooms by 
Boflrand (about 1^30), in the former, constitute a ma|or 
Rococo w<jrk (pi 42a;. More or less contemporary are the 
hrst hotels of the I'aubourg Saint (termam - the 1 lore! Amcloi 
dc Gournav (l^oflraiid, 1695 or 1712; 1 rue Samt-Dominiquc), 
the Hotel de R(>thelui (Lassurancs*, 1700-4; xoi luc dc Grc- 
nclle, now the Ministry of Commerce), the Hotel d’Estrec'® 
(Robeit dt Cottc, 1 71 3 ; 79 rue de Grcndlc, Russian Embassy). 
They belong already to the scries moat clearly r^'icscntcd by 
the Hotel Matignon (Courumne, 1726, 37 rue dc Varenne, 
Presidency of die (.ouncil (>[ Minisfcis) (►r especially by the 
Hofei Biion (Gabriel and Aubert, 1728; now the Musec 
Rodin) where we immcdiattly appreciate the simplicity of 
line, the appropriateness of the interior arrangement and the 
hne gardens which w'cre restored a few years ago. The Hotel 
dc Bourbon (Giardini and Lassurance, now the Palais-Bour- 
bon), much more sumptuous as w^as httmg for a prince of 
the blood, is also less characteristic. 

At the end of the century the mam w'orks of l.^doux and 
Belanger received particularly rough treatment. Wc have to 
go to the Bois dc Boulogne, Bagatelle, tf» become acquain- 
ted with the graceful art of fSclanger. As for Ledoux, how can 
one guess at his sense of grandeur, his Done austerity, in the 
now piaful hall of the H6tel d’Hallwyl (1765; 28 rue Michel- 
ic-Comte), though it might respond to a cleaning. Chalgrm 
may be represented by the Hotel de La Vrilliire (1767; rue 
Saint-Fiorcntin); Brongniart by the H6tcl Massenino(i7S7-8; 
1 1 me Masscran). Tlic Hotel de Bourrienne (58 me d’Hautc- 
villc) for the Empire - fading the Hdtcl dc Beauharnais, before 
the war the German Embassy - and the H6tel de Bony (32 
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rue de Trevise) for the Restoration may suffice to complete 
this outline, 

II. THE RENTED HOUSE. Tlic housc divided up inside to 
be let ofT to different people is an economic and social fact too 
often unrelated to architecture. The religious orders - Fran- 
ciscins and ('.armclitcs ~ were among the first to exploit their 
land in this way. The houses of the seventeenth century - like 
those m Paris near the church of Saint-Gcrvais in the rue 
Fran^ois-Miron - those of the eighteenth century - Place 
Saint-Sulpicc (pi. 44b), or rue Saint-Honore in Pans, houses 
m Rennes, Bordeaux, and Nantes - often have finely designed 
facades, and some even have an enchanting qualit y of propor- 
tion, gracefulness and sobriety of decor. But those of the nine- 
teenth century, the expression of a demographic revolution 
which ended in the over]X)pulation of tlie big towns, were 
mostly undertaken onh' for profit and are lamentable episodes 
in the history of building. We must, however, make exception 
lor a few names and buildings: during the first Empire, for 
Percicr and I'ontainc and their fa^idcs on the rue d<' Rivoli; 
under tJie Second Itnipirc, for Charles Gamier, who, while 
applying to his fa^'adcs the eclecticism of the period, was the 
first to face the problem of the distribution ot tiie interior and 
to create the formula t^f the modern fiat with a clear distinction 
between reception and living looms, perhaps s.icrihcing the 
second to the first. At the beginning of the twentieth century 
Charles Piumci applied to luxury flats the florid style of the 
post-t9oo period, and after 1914 Roux-Spit? introduced con- 
temporary geometrical forms (pi. 45 b). 

It must be remembered that building is restricted by regula- 
tions uiiich limit, at least in Pans .ind the large tt)wns, the 
height and size of habitations. In Paris, nothing may exceed a 
height <^f 6^ feet (20 metres^ .above the street, unices the 
additional height is pi ogrcssivelc set hack From the street line, 
like a stepped pyramid Sauvage produced the first example of 
this in his blocks of fins in the rue Vaxin and the rue dcs 
Amiraux. The highest houses in France, at Villeurbannc 
(Rh6ne) and in tlie great agglomerations of the suburbs of 
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Pans (Drancy, Chatenay-Malabry), called, as if in irony, gar- 
den cities, do not exceed fifteen storeys or so; they cannot 
therdbre rival the American sky-scrapers. 


III. The Rural House 

The style of the rural house depends primarily on the area in 
which Jt is built* But often its aptness and sober elegance make 
it .i!*:!) areliitecture of tlie lirst order, altJuMigh this was not 
its creators’ aim. The liistf^rical factor is much less important, 
so that an evolutir*n of st\lcs ct»riesp(>n<ling t(^ a succession of 
periods (annot be discerned. lake all tilings popular, it has an 
unchang.in^; ch:;racter, or at lea^t its iranstormations in time 
are less p'.rccptib]c than those of the town hriuse. In tile mid 
sixteentli century, in the sixth Book of his Arch;tciturc, Serlio 
ga\c plans for rural hcnises which ari' still t>t \alue to-day; 
he pointed out (he dilfercnce between ITance anti Italy, not- 
ably in the roofing, and recognised French characteristics, 

it should ht)\vever be noted tjiat certain features corre- 
sSpond to particular populations and can only be explained 
historicaily, not g-eographically - such as the Basque house, or 
the Spanish influences winch still persist in tlic countryside of 
Franche-Comte; and that the continual imprf>vcn:icnt m 
means of transport, making availahic to the rural community 
a large numl>er of matciiais for construction, permitted a 
degree of choice and gradually abolished local differences. 
Here, as in the architecture of the town house, die trend in 
mtMlcrn times has been gradually towards unilonnity. The 
geographical factor implies that the rural house is bound to 
tlie soil and, consequently, varies from region to region. The 
variety of French landscape is such that it has been possible 
to call France 'the land of a hundred npcs of houses* (J. 
Brunhes) (pis. 46 to 48). 

Four factors may link tlic rural dwelling to the region in 
which it is built: 

(a) The nature of the soil, which dctcrnuncs the materials 
used for building. a general rule these were materials 
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as the stock breeder, noi the httcr in the same as a wheat- 
grov c I It \ ant s also according to the landholding s\ stem and 
the si/e ol the propert\, \\ netliei it is a lirge, medium, or small 
1 11 m 

\ke eannot ittempt to ‘tudj here the ‘jiundred’ t\pes ol 
Irench country liou ( VVe shill confine ourselets to a few 
CMinpUs (oriespondin » to flie four basic types distinguished 
b\ A Dtinaru^on 

(i) Ihe simplest ind most economic il phn is tint ^^hlch 
iMoup ill the essential pirts of the dwelling under the s irne 
to )f I his bisK pliri mi\ be re di/ed m t\\ o w ivs byspieid 
inn in uulth or in depth 

llu hou e buili breidthwist is eomn (m n all pirts of 
1 1 ince We find it in cert iiii ut^iotis ot the north (thi Arden- 
nes, Argonnt, Ihitiuhe lliinuit, ( inibresis, etc) in the 
Pins bisin (the ( himpiLMU ectioii ot Bne, Mot\ in Niver 
nils, 1 oiret), in ( enti il J i nui , iiid in the south li is ilso the 
Provens iIwmi With ilone lu ide,thisint)udes, onihe giountl 
tl )r b suIls the mun room iscel in common b\ nnstci and 
SI r\ ml the st ihle toi niuhs and go its, tne cut sh^-a, tlie 
ribbit hu (h ind l<nvl house Ihe bedrooms ire on the iir r 
door otter leicbeelbi n i ki 1/ sfnrrise f )p( nmns arc feu , 
tot i eo( 1 timpeiitiuc is ipprecnteel To this iihei schimi 
tic deseriptnn mi\ be uidtd a gre it red root uith two 
sliglulv indinec^ sides the lose colouicd, oehie, or \tllow 
phsier oi icnigh e isi of the fic^ade, the Mne oi the flouers 
shiding 11 , md a st<nie oeneh ucePtuaiire'^ th' hon/ontaJ line 

(b) In eontrist, tlu L(»iMine i use, ibo m cjiie block, is 
pi iced with Its narrtiuesi side overlooking the road A eor- 
iui» 1 se pirates tile put reser\td for tl c huimn duellers tiom 
thu f )r die livestock ind ciop tl t toimer has a small door 
ami the 1 itter a high se|U ire one I v en thing ib on the ground 
do(v surmounted onlv In a grmiiv under a great two-sided 
f(u>t ot slight incluuutm but pt i^e^ing f ir out ^rom the u ilh 
The lu ni* ate squtc/ce’ into a narrow strip and the 

kitchc n be tn ecn tu bedrooms, )V< fieing the road, the other 
facing the ^ nut Jn«» tins narrow framework many dements 
ot lunl Iite cannot bt aeeommcxiateei, tor example the manure. 
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firewood and limber, and the carts; they arc stored out in the 
St net, which in this way serves as the collective courtyard of 
the \ illa^^e. 

(c) In otiier plans the house is separated from the road by 
an tnclosuje, a wall or hedge; its buildings give on to a court, 
'riicrc arc two possible variants - sometimes they arc grouped 
together, sometimes scattered. The tarms of Picar<ly or the 
Hne region are ]>erfecl examples of tlie former type. In these 
regions farms aie huge concerns. The complex is enclosed by 
solid, even imprcssi\(‘ walls, \\iih few openings to the out- 
side, t(» which a small tower sometimes gives the feeling of a 
peasant lot t res s. 'J’Ik' c^irt door, the main opening, is framed 
h\ a depre^^sed aicii, sometimes capped with a rorif of its own. 
In ilie rcnite c>f the c<»uit arc the pond and ihe well. On one 
side IS the himse, consisting of a giriund Horn only with 
gianary ovtr it; it comprises at lea'-t a large kitchen, some- 
times a dining-room, and twr> hctlrooms. I’o right and left arc 
the sheds, stables, byre*-, almost all with granaries above them, 
r.ach house, though similar to ii*^ neighbours, differs from if 
in height, mass and arrangement of the opening^s; liut gener- 
alh the line quality of the materials gives not only nohiiity i>ut 
unity to the whvdc. 

(d) The ‘scattered' plan is exemplified hy the farms of Caux. 
In the farmyard, a great meadow planted with aj)plc trees, ate 
s».rafcied the various dwellings and farm buildings. Here we 
tdten find examples of half-timber and thatch, l)ut they arc 
gtaclually giving way to brick and slate. 

Some of these lural dwellings arc chatming and even pic- 
turesqut. Most of them arc merely convenient ~ exactly fit- 
ting the needs they have to satisfy, and in perfect harmony 
with their geographical setting. But arciiitccturally the house 
IS sometimes less interesting than some of the buildings 
attached to it. On the whole, the peasant, especially in the 
northern regions, is content with strict necessities, especially 
in the noiUi; less so in the south, in the vine-growing 
country, w^herc we find those small luxuries, those super- 
fluities, which place art above craft. 

The animals and the crops arc sometimes better sensed. 
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Very remarkable, although very primitive, are the sheep 
shelters to be found scattered over the Quercy plateaux: small 
round constructions covered with a corbelled dome (pi. 46a). 
The technique is at once so simple and so perfect that it has 
been considered the prototype of certain church domes later 
classed as historical monuments. Barns or dovecots also are 
often real works of art. The most outstanding example of this 
rural architecture is not really architecture proper. It is the 
corn -rick, of which the two forms, round and square, reflect 
diflercnces of soil and builder, and whose compact, har- 
monious mass translates, over and above the vicissitudes 
daily life and the seasons, the ideas of permanence, duration, 
and plenitude, of that poetry which ‘^pnngs fiom the earth. 
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PTBLir BUILDINGS 


SoMK kinds public building sue purely modern in concep- 
tion, but there arc odiers u’hich have been in existence since 
the Middle Ages, wlien they were centres, S(.nu: of religious, 
others of civic or ci^h Jife. 


I, lown Halls, Market Halls, and Guildhalls 

Tltcsc three must of nccesskv be grouped together. I’iieir his- 
tfii'ical origins arc very clo.scly related, <dtcn even identical. 
Municipal life is, in principle, an economic as much as a 
poinicai fact. As J. Oilnictte has explained, the idea oi' mutual 
assisi'incc developed a great deal in die second half of the 
Middle Ages. The insecurity caused by the invasions made 
people turn ro the protcctit'ii of the lords, whence arose the 
feudal regime. But t’nc inadequacy of feudal protection and the 
abuses which it involved led the merchants, craftsmen, and 
people of a single city to group together to defend their 
conunon interests. The merchants’ association Mcas the first to 
appear. Towards the end of the Carolingian period commerce 
had become a perilous enterprise; to make long journey's by 
K>ad men had to form caravans, diat is, to assemble their 
goods under a leader. Back in the towns, such associations con- 
tinued as guild, Hansc, or charity. Its headquarters, the marhtt 
hall, was at once a meeting-place and a warehouse. The crafts- 
men’s association was the corporation; this tf>o had its 
headquarters. The communal organization is often an ex- 
tension of the merchant association; in countries where com- 
mercial life is very intense, as in Flanders, England, or the 
north of France, market hall and town hall arc one and the 
same building. This is the ease at Ypres; in London the ^town 
hair still bears the name of ‘Guildhall\ 
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Let us examine some examples of each kind and trace their 
development. 

5 TOWN HALLS 

In France the communal association generally began by buy- 
ing a private house, which it adapted to its needs as best it 
could. 'Jlie oldest French town hall, that of Saint-Antonin 
(Tarn-ct-Garonne), was the house of a local nobleman called 
Archambauld - an interesting type of twelfth-century house 
in stone with sculptures of King Solomon and Adam and Eve 
tempted by the serpent - nothing, in fact, to indicate its 
character of a public service. The municipal council bought it 
in tlie thirteenth century and settled there. In the same way at 
Paris the council bought the Maison aux Fillers, in the Place 
de Gr^vc, a house with its facade resting on arcades. At 
Beaugcncy the council settled in an inn as late as the sixteenth 
century. However, in most eases, special buildings, often of 
considerable size and luxury, were built in the end. The most 
famous arc in Italy and Flanders; but there are some extremely 
interesting ones in France too. 

A town hiill has at least one meeting room for the aldermen 

councillors and a balcony from which proclamations to the 
people can be made. Also, especially in the north, as in Italy, 
there was often a belfry, symbolizing the building’s import- 
ance. The be] fry was a square tower which in small com- 
munities could itself serve as the town hali. Its summit carried 
the bells, symbol of muniapal authority; from the fourteenth 
century onwards a cl(Kk W'as put on it, sometimes with figures 
to strike the hours on the IkHs; popular figures, personifica- 
tions of the citv, such as Martin and Martine at Cambrai; at 
Dijon, Jacquemart and his wife, who were taken prisoner by 
Philip the Bold on the battlefield at Courtrai, to whicli they 
had been brought, and carried away as trophies. In large town 
hails there was also a chapel and sometimes even kitchens 
(Amiens, late fourteenth century), for elections gave occasion 
for great banquets. 

llir finest French town halls of the late Middle Ages were 
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in the north, at Arras, Bailicul, Bapaumc, Compiignc, Douai, 
No) on, Saint-Omcr, Saint-Qucntin, Valenciennes. Most of 
them were seriously damaged in the 1914 war. The most typi- 
cal is perhaps that of Arras, which runs along one side of the 
Petite Place. It -was rebuilt in the sixteenth century (1511-17), 
in imitation of that of Saint-Qucntin; the great hall, with its 
balconied windows, took up the whole of the first floor; the 
hclfry, 280 feet high, dominated the building, the square, and 
the city. Also to be noted area few' more modest, but extremely 
charming, tow’n halls of the Loire valley - Lords, Orleans, 
\ngers, Saumur. 

Tow ards the middle of the sixteenth century, in 1 5 5 5, at the 
suggestion of PraiKjois 1, Paris decided to build itself a town 
Itall in the fashion of the day. The w'ork was long drawn-out, 
interniptcd from 1551 to 1605, and completed only in 1618, 
This town hall was burned dowm in 1871 during the rising of 
the Commune. The identify of its author started one of the 
most violent polemics know'n in the history of art; some gave 
it to a French architect, others to an Italian. It now seems un- 
questionable that the plans and the design of the fa9adc 
(modified in the upper parts) were provided by Domenico da 
O^rtona, an Italian impregnated with the French spirit after 
St. tying forty years in France. It was the first building in 
Paris to be liberated from the Gothic style, and also the 
first intervention of the monarchy in Parisian architecture 

(Pl- 49)- 

Subsequently tlte classical period included among town halls 
some of its most interesting works, often by the greatest 
architects. That of La Rochelle, rebuilt between 1595 and 
1 606, is one of the most characteristic secular buildings of the 
reign of Henri IV. Puget carved the medallion of Louis XIV 
for the fa9adc of the town hail of Marseilles and heavy, 
sumptuous caryatids for that of Toulon (1656). Jules Har- 
douin-Mansart rebuilt, after 1674, the town hall of Lyons and 
perhaps provided the plans for that of Arles, in which the 
vault of the vestibule is admirably cut. 

In the eighteenth century, the great movement for the 
embellishment of cities led quite naturally to the construction 
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of new town halls. Sometimes they were simply bourgeois 
dwellings on the same pattern as the rest but more ornate 
(Avalloii, Saulicu, Noyers in Burgundy). But elsewhere they 
fit into a grander plan, bordering on great open spaces. At 
Beauvais (1752), at Aire-sur-Ja-Lys, they form the principal 
motif in the main square; at Mci2, the town hall (Jacques- 
Fran9ois Blondcl, 1766) faces the cathedral, on the otJier side 
of the new Place d'Armes; at Rennes (Jacques Gabriel, 1744), 
at Nancy (Hcr<f), and at Toulouse (Gammas, 1760) the town 
hall is part of a royal square, of the architectural fiamcwfirk 
designed for a statue of the sovereign. "Jliev arc broad build- 
ings of three slore3^s -- basement, nobile, and attic - and 
with finely proportioned facades marked by classical order 
and majesty. 

In the nineteenth century the turning of church property to 
secular uses furnished many municipalities uilh \ast j'lcmiscs 
at slight cost. The municipal headquarters of Bordeaux were 
set up in the old Archbishop’s Palace and those of Rouen in 
the Abbey of S.iint-Ouen. But in the twentieth century the 
pciiod between the two wars saw a growth of new town halls, 
especially in the cilies in which there was a rapid increase in 
population, as in the snburlis of Paris and l.yons. Their pur- 
pose, too, has been ct>nsidcrably extended since the Middle 
Ages. It is no longer simply a question ofpjoviding halls for 
council meeting's and accommodation for a ftw clerks. From 
the ninctcentii century the introduction of civil registration 
has made a marriage hall obligatory, sometimes combined 
with a banquet and entertainment hail. To day many public 
services arc conducted irom the town liall, and offices for the 
staff, waiting rooms, enquiry desks, etc., for the public are 
thcretorc necessary; sometimes the public library is annexed 
to the town hall, and sometimes also the local police court and 
the police station with its gaol. Tl"*c most typical example is 
perhaps the new tv>wn hall of Boulognc-Biilaneourt (Tony 
Gamier and Debat- Ponsan, 1914), strictly formal, exploiting 
to the utmost the resources of reinforced concrete, a vast 
trellis- work, in which the only solids are tjie pillars. The 
penalty fot this design - {^Ktiaity in the strict sense of the word 
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"" is paid by the taxpayer in the heavy coal or fuel-oil bill 
which the heating of these glass houses involves. 

^ (UJTLDJIALLS 

Although in Belgium and England there arc many examples 
of the fine buildings of the professional guilds* hardly any arc 
found in I'tench architecture. Nothing remains from die six- 
teenth century; the seveiucenth-century classical facade of the 
Drapers’ Hall (Jean Marot) has been transferred to the Musec 
( .arnavalet. The trade* union movement of the late nineteenth 
and early twentieth rentunes has given us no major works. In 
Paris, tile O jcIc de la Lihrane, by Giarlcs Gamier, is worthy 
of note for its staircase, as if it were meant only for a series of 
social receptions. 

We can, however, attach to thi.s group - to avoid almost a 
Complete lack of examples •“ the Loge dc Mcr at Perpignan, a 
sort of commercial Exchange of the kind found at that time 
throughout Gatalonia, fine examples of w^hich survive in 
Rarreiona and Palma dc Majorca ~ a building designed to be 
at once a pl.ice of business and a warcb<»use for merchan- 
dise. Begun in 1397, it has unhappily been so altered inside 
aiui out that it has lost all significance. 

Hurrying through the centuries we can mention here 
Soufflot’s Loge des Changes (1747-9) in Lyons, and the 
Bf)ursc des Valours (Rrongniart, 1808) in Paris. The latter 
bears the mark of another period, more preoccupied with 
appearance than with satisfying practical needs. Its appear- 
ance is that of an antique temple. The Bourse is the temple of 
money. Napoleon wanted it to be *noblc and magnificent*. 
With its sixty-four Corinthian columns, fourteen of them on 
the facade, ir is one of the largest buildings of the imi^eriaJ 
capital, but is in no way appropriate to its purpose. 


5 COVERLD MARKET PLACES 

France has no market halls comparable to that of Ypres. 
Their puqsosc iu France was more modest, to give shelter 
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from the tain to tradesmen who would otherwise have had to 
remain in the street. Sometimes they are no more than gal- 
leries leaning against a church (Bar-sur-Aube, church of 
Saint-Pierre). Even in a more complete form they are only 
covered buildings like large sheds, but without walls. The 
oldest which have survived have merely a timber roof sup- 
ported by wooden posts, or piers built in stone. At the most 
some of them have a gable of masonry, the other walls 
remaining open, as at Crdmicu (Iscre), Saint-Pierre-sut- 
Dives (Calvados), or Egreville (Scine-et-Marne). But the 
market hall of Cremieu (fifteenth century) is a real triple- 
aisled cathedral (pi. 2). In southern France, at Montrejeau for 
example, the central and upper part of the hall, built in the 
Place dc la Bastide, is reserved for the municipal administra- 
tion. 

In this rudimentary form these buildings could hardly inter- 
est the masters of architecture. But much later, towards the 
end of the eighteenth century, there was a change of spirit. 
From 1770 onwards the Academic d’ Architecture included 
projects for market halls in its competitions. In 1792, on the 
eve of its dissolution, it set as subject a public market, with 
the following comment - th#* competitors ‘will mark on the 
plan easy approaches by various streets; this market will be 
divided into several parts for the sale of different articles, 
bread, meat, fish, vegetables, fruit, etc.* Jacques-Fran^ois 
Blonde! made a special study of the subject in his Cours 
d^Anbite^iuri (1771 ; voi. II, diapter ix). 

Moreover we soon find the conflict between progressive 
and traditional architecture starting up, over the Halle aux 
Bl^s. This market, built between 1763 and 1767 on the site of 
the old HAtcl dc Soissons, was a rotunda, with arcades sur- 
rounding an open court* As early as 1 783 it had been suggested 
that this central part should be covered in. Bdangei and 
Dcumicr had proposed a dome on wrought iron trusses, 
covered with sheets of copper. Molinos and l^grand prevailed 
with a dome in light wood. The building was burnt in 1802 
and the problem arose once more. Five plans were presented, 
including that of Belanger, still upholding the use of metal. A 
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comnibsion of arclutects with Mongc aj! its president declared 
that 'everything combines to make us reject this kind of para- 
sitic construction^ and proposed a stone dome* It needed 
the intervention of the Minister and the Emperor to decide on 
an iron skeleton covered with tin-plated copper. An imperial 
decree of 4 September, 1807, also appointed Bdkngcr as the 
architect. And yet the Bourse is exactly contemporary, which 
proves that the period did not regard its bread and its money 
in the same light. 

It was again over a market, the Central Markets (Halles 
Centrales) that the first great battle over iron construction 
raged, under Napoleon 111 . As early as 1842, under Louis 
Philippe, the prefect Rambutcau had decided on its rcpiacc- 
ment. Baltard had planned it and had it accepted as a great 
stone market. The first pavilion, built and inaugurated in 
1853, aroused violent criticism. So heavy was it in aspect that 
it was nicknamed ‘Ic Fort de la Halle' (a pun on the name given 
to market porters). The Emperor intervened, had it all 
demolished and decided tliat the new markets should be in 
iron and cast-iron. A very interesting study had been com- 
pleted by the architect Horcau, now undeservedly forgotten, 
who played the pait of a pioneer throughout this period, 
i ioreau brought about the triumph of metal, but not of his 
own plans, for Haussmann succeeded in keeping Baltard as 
architect. The latter treated metal in a tradidonalist spirit; 
cast-iron columns with capitals supporting arcades decorated 
with a frieze of palmcttcs. At least the general plan, with its 
trusses of wrought iron spanning passages 100 feet wide and 
its immense cellars, was highly appropriate for its purpose. 
Ten pavilions out of the dozen that had been proposed were 
built under the Second Empire, from 1854 onwards. The city 
of Paris undertook the last two in 1934. In spite of a few not 
too sweeping criticisms (the pavilions were compared to 
umbrellas), the fialles were very much admired at the time, 
VioUct-le-Duc praises them in his Entntiins sm 
(1872). ‘The dtjr of Paris*, he says, 'can only congratulate itself 
on having engaged one of its most renowned architects to 
carry out the ideas and projects of an engineer for the central 
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markets.’ Only the site chosen, which brought a confusion of 
traffic and untidiness to the centre of die city, merited all the 
criticism brought against it; but that is a problem of another 
r)rdcr, of town planning, and not of architecture, and we shall 
come back to it later. 

The period from 1870 to 1920 w'as the iron age for markets. 
Then reinforced concrete made its appearance. One of its first 
results, and among the most interesting in Fnincc, is the mar- 
ket hall of Reims by Maigrot (1930), with fine feeling for 
space, skilfully realized in the 130-foot wide nave without in- 
terior supports, and an ingenuity demonstrated in numerous 
matters of detail. 

One plan, essentially modern and erne of the best con- 
temporary ideas derived from this general principle, is that of 
the dcp.irtmcnt store. One could, indeed, trace its ancestry 
back to the late ciglitccnth century in the Portiques du Temple, 
praised by Legrand and Landon in tlieir Dtscription de Paris, or 
the Cour Batave, which they also mention, and which survived 
until \ l.iussmann’s day. But it was under the Second Empire 
that the vogue began. Zola described it in his novxl Au Bon- 
heur des Dames. The oldest store is the Bort MarM, built by 
Boileau m 1876. Iron plays an important part in its construc- 
tion. The first application of the present formula, with the 
great hall rising straight from ground floor to roof, was the 
Printemps of Paul Sedtllc (1881-9). It is basically the same, 
though executed by other means for another end, as tlic great 
hall of the Opera by Gamier. In 1903 Binct elaborated the 
idea, developing the hall furthet and creating open fa9ades in 
the new stores of the Printemps, burnt down in 1921. The 
buikling which tcplaccd them (Plunict and Selmcrsheim) may 
pasi* as a masterpiece of its kind in the logic and simplicity of 
its arrangement, the admirable clarity of the plan which can 
be taken in at a glance, and as rnagnilicent spaciousness. In 
the meantime, at the Samaritainc, E'rantz Jourdain (1905), hin- 
derai hy the necessity of integrating several small new build- 
ings with the main block as ihey were bought up, was taking 
on a thankless task. The building is of value chiefly as an 
example of the decoration in vogue between 1900 and 19x0, 
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The French provinces saw one of the boldest experiments in 
the Decree stores at Nantes (Sauvage, 1931), with the outer 
walls made entirely of glass. 


n. Hospitals and Educational Establishments 

Hospitals and schools me here grt)uped together because 
both cicii\c in principle from monastic architecture. Until 
1789, teaching and social service were among the duties of 
the clergy, just as wcie religious services. The actual buildings 
of hospitals and schools were for a long time no more than 
monastic buildings adapted for a special function. The prin- 
ciple {^f tlie plan we have seen already - rooms grouped round 
a court, often surrounded by arcades like a cloister. 

5 HOSTMTALS AND ALMSHOUSES 

While the monastic organization was in existence, it afforded 
assistance to the sick, the needy, even the ordinary traveller 
without shelter. We have spoken of tlic hospice of the con- 
vent. In addition to this, since charily is one of the primary 
duties of the Chiistian, houses were very soon set up outside 
the monasteries to care for the suffering. The origin of these 
great town hospitals is very old. The Hotcl-Dieu in Paris 
seems to go back to the seventh century, when, m about 65 1, 
Bishop Landry had a house built near his own, in which sick 
priests were aired for by ‘their broth er.s, the canons’. It has in 
fact alwap remained under the wing of tjic cathedral church. 

The number of these hospital buildings increased all the 
more quicldy since many people, when dying, bequeathed 
their homes, together with a perpetual income for their up- 
keep, to the Church for the accommodation of the sick. On 
other occasions the income was bequeathed without a house. 
'Fhe result was a great many hospiuls, some of them very 
small. To'U'ards the end of the Middle Ages an effort was made 
to amalgamate them, several bequests being put together for 
the upkeep of one house. 

The main development was from the private house con- 
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iTcrtcd into a hospital to buildings erected expressly to serve 
IS hospitals. Since the service was entrusted to religious com 
n unities, the buildings were naturally inspired by the monas- 
ic lay-out - a court, usually enclosed by gaUerics, on to whicii 
:)pcned the wards, the service buildings (kitchen, pharmacy, 
aundry) and the lodgings for the religious. 

The new element here was the ward. It was generally plan- 
icd like a church, in that the dimensions were sometimes the 
tame - 250 to 300 feet long by 65 feet wide - and the same 
problems arose over the covering. It was sometimes vaulted 
md sometimes had an open timber roof. Both types are 
found in France. The hospital at Angers, founded in 
jtill has a great hall planned like one of the local churches, 
divided by two rows of columns into three aisles and covered 
3y dome-shaped rib-vaults. The hospital of Tonnerre, founded* 
m 1295 by Marguerite of Burgundy, wife of Charles of Anjou 
die brother of Saint Louis, has anotlier (330 feet long and 60 
feet wide), covered by a magnificent open timber roof with 
king-posts and tie-beams. One end of the room was often 
:on verted into a chapel, without a separating screen, so that 
the altar could be seen from all the beds. Generally it was not 
possible to give every patient a bed to himself; often there 
were two in each, less frequently three. 

Few remains of medieval hospitals have survived in France, 
ind the French arc perhaps less fortunate than their neigh- 
bours of Belgium, Italy, and Spain, which have the Saint-Jean 
hospital in Bruges, the Innocenti in Florence, and the great 
Catalan hospitals, less picturesque and less famous but more 
typical, of Vich and Barcelona. We have, however, the great 
wards of Angers and Tonnerre, mentioned before; and even 
more important is the Hotcl-Dicu at Beaune, founded in 1443 
by Nicolas Rolin, chancellor of Burgundy, and inaugurated m 
1451, which offers a complete fifteenth-century complex, stiJl 
in use under the same religious order which undertook to care 
for it from the first. RoUn, in his foundation charter, declares 
that it is established on the model of that at Valenciennes. 
A charming courtyard, surrounded by wooden arcades with 
a wooden gallery on the first floor, is flanked by the Great 
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Ward for the sick, covered by a huge wooden roof, like an 
u[»(urncd keel. The windows arc set high up, so as to allow 
ample ventilation without harming the patients. The hall 
measures 23 5 X 45 feet, and almost half of it is given up to the 
chapel. Rolin had planned for thirty beds. We know that in 
1501 there were thirty-one with two patients in each. Also 
overlooking the court are the kitchen, with its great hooded 
chimney and its tuin-spit worked by a small mechanical 
figure, the pharmacy, and the council room. 

From the seventeenth to the nineteenth century the applica- 
tion and elaboration of this plan can be followed, naturally 
with the differences of style introduced by each period in the 
structure and furnishing of the buildings ; the Hdpital Saint- 
Louis, the Salpctri^rc, and the Invalidcs in Paris in the seven- 
teenth century; the Hospice dc la Charitd at M^con, the 
Hotcl-Dieu at Lj^ons (facade by Soufiiot), the Hopital Beau- 
jon in Paris, etc., in the cightccnih. Only two examples need 
be examined, corresponding to the tw'o possible methods of 
developing the sj^stem ~ the placing of the elements side by 
side or their amalgamation. 

'fhe Hopital Saint-Louis, built between 1607 and 1612 after 
the plans of Claud'" Chastillon as an annexe of the H6tcl-Dicu 
in Paris for contagious diseases, is a perfect tcciinicai success. 
The problem, which was to avoid all contagion, and hence all 
communication between the patients and the outside world, 
was very ingeniously resolved. The hospital is made up of a 
series of buildings enclosed one within the other, housing 
successively, from the centre outwards, the patients, the nurs- 
ing staff, and the catering services. The central court, a square 
of about 530 feet a side, is completely enclosed by the four 
great blocks for the patients. It is surrounded at a distance of 
100 feet by a second wall, against which arc the staff quarters, 
tile stores, the wash-houses and storerooms. Finally, 150 feet 
further on, there is the last wail, enclosing within the hospiul 
precincts the kitchen and bakehouse, which have to be sup- 
plied from outside, but which themselves have no access to 
the inner quarters, the provisions being passed through a 
revolving hatch. The chapel straddles the outer wall and is 
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built in such a way that peoplr from without can have access 
to the nave only, and those from within only to the choir, 
without intercommunication being possible. 

The other method, in whicli the courts arc placed side by 
side, is perfectly demonstrated in the Tnvalides, a hospice 
designed for aged disabled soldiers who had been previously 
lodged m monasteries. Its erection was first decided upon on 
24 May, 1670, the foundation stone laid on 30 November, 
1671, the inmates installed in 1676. The architect was Liberal 
Bruant and the building is self-contained together with its 
chapel, the Soldiers' Church. "J’hc Dome Church, behind it, 
was subsequently added by Jules Hardouin-Mansart (1679- 
1706). The plan as a whole, w'hich is reminiscent of the 
Escorial, includes in the entrance axis a central court sur- 
rounded by a tw'o-storcycd covcrcil colonnade framing the 
facade of the chapel at the end. On either side are tw^o scries of 
courts separated by rectilinear buildings. I’he whole is iiighly 
appropriate to its function. Its architecture is solemn, even 
severe. The main facade, which stretches for more than 650 
feet, remains peifcctly dear, though it is more complicated 
tlian the normal arrangement of the classical centuries - 
ground door, three storeys, and a roof w’ith dormer windows, 
in all five divisions. A greater lieight was needed to balance 
such a width. The only decorative motif, the central pavilion, 
higher than the rest, is dominated by a great curved pediment 
wdiich once framctl the equestrian statue of I-ouis XIV by 
Guillaume Coustou. Tlic court ot honour is finer still. The 
elevation is simpler, with only tw^o superimposed colonnades 
and the great roof with dormer windows ; in the middle of 
each side a slight piojcction with triangular pediment clearly 
maiks the central axis. There are no antique orders, except in 
the porta! of the chapel; and battle trophies decorate the 
dcnincr windows. Of monastic and military' severity, il is the 
true expression of the spirit of a period which w’^as all nobility 
and seif-control. 

The eighteenth century, while making a C{>ntribution to 
hospital architecture and taking into account the progress of 
hygiaic, did not modify these plans. Only the fa9ade$ and 
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decoration changed with the taste of the period; archaeologi- 
c:d whims arc evident in the Cochin hospital (1780), in the 
Doric portal of Antoine’s C'hantc, and in the Beaujon hos- 
pital (1784). 

Of modem hospitals only two need be mentioned, re- 
presenting the two formulas between which the hospital 
aichitcct hesitates to-day. The Boucicaut hospital, built in the 
last years of tlic ninctcentii century, is made up of bungalow 
pavilions scattered over a large area. It is a garden-hospital, 
spreading sideways rather than up. The new'' Beaujon hos- 
pital at Clichy (VC’aitei, 1^54) with its twelve storeys is, on the 
contrary, the skyscraper hospital. An advantage is facility 
of service; the po*sii)lc drawbacks, particularly the danger of 
contagion, are reduced to a minimum by modern isolation 
technicjuc. 

5 UDUCATIONM. \ S T \ 15 1. 1 S f I M } . N 'I S 

Although we have a fair knciwdcdge of university organization 
and sometimes even of student life in the Middle Ages, the 
architectural setting has almost alw’ays disappeared. The 
colleges of the University of Paris, even the Sorbonne, arc now 
nc' more than names. Of t)ic fifteen or more colleges, founded 
in the fourteenth and fifteenth centuries, mainly for poor 
students, which made up the University of Triulousc, only the 
College Saint-Raymond remains standing, and even this w^as 
reliuilt by Louis XII and restored by VioIlct-lc-Duc to serve 
as a museum. The buildings of the University of Orleans were 
demolished in the mid nineteenth century, except for a read- 
ing room, traditionally but incorrectly known as the Salle dcs 
Theses ; it is divided mto two spacious aisles by a row of three 
columns, but has no features characteristic of its function. For 
the Renaissance we arc no better off. There is nothing com- 
parable to the riches of Oxford and Cambridge. 

A history of scholastic architecture in France w^ould begin 
only with the seventeenth century, when Henri IV authorized 
the work of the Jesuit fathers (1605). The Society then pro- 
ceeded to erect numerous colleges throughout the country. 
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many of them the work of its temporal coadjutor, Father 
fitienne Martellargc (i 56o'-i64i). Most of them are still in use 
as high schools (Jycies) or secondary schools. The buildings 
were grouped round several courts. At La Fleche, for instance, 
there were the classroom court, the boarders’ court, and the 
Fathers’ or masters’ court. In 1629 Richelieu began the re~ 
building of the Sorbonne by his architect Lemcrcier; only the 
chapel and the arrangement of the buildings round the court 
of honour remain. Mazarin left instructions in his will for a 
building which would be the architectural reply to Riche- 
lieu’s Sorbonne. lliis became the College des Quat re- 
Nations (now the Institut de France, pi. 23), designed to 
house and instruct sixty young men from the provinces 
acquired by the Treaties of Westphalia and the Pyrenees 
(Artois, Franchc-Comt<§, Roussillon, Pigncrol). The college is 
one of the great vroiks of Lc Vau (1662-70). The ground plan 
was difficult to lay out, since the site was long and narrow. 
Here the buildings are grouped round two courts, but the 
great achievement lies in the court of honour, one side ul' 
which, as at the Sorbonne, is formed by the lateral facade of 
the chapel, balanced on the opposite side by that of the 
Library (Bibliothcquc Mazarine). On the exterior of tliis nar- 
row group Lc Vau ap]dicd a facade with the chapel at its 
centre, but a large portion of this was set up widi almost 
nothing behind it, without even a moral relation to the 
College since shops were set up there. 

From tlic seventeenth century again comes the Paris 
Observatory by Pcrrault (1668-72), an institution of scientific 
research if not of actual instruction, in which the architect 
concentrated more on the fa9ade than on its functional use, 
despite the protests of the director, Cassini. 

The eighteenth century would deserve a place of honour in 
this histor}' by virtue of two buildings alone, which were carc- 
i ully planned will* a view to their function; the £cole Militairc 
and the ficole dc Qiirurgic, Tiic programme of the J^cole 
Militairc, intended for five hundred cadets plus a staff of 
instmetors, had been set forth in a long and very remarkable 
report by tJic financier and statesman Piris-Duverncy. The 
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Architect Gabriel worked on the basis of this report from 1750* 
All details were provided for, even the hygienic arrangements, 
which was rare at the time. ‘It would not be possible/ read the 
text, ‘to put so many people into a single building, and even 
were it possible, it should be avoided by reason of the dis- 
comforts and inconveniences which arc inseparable from all 
houses where the inhabitants arc, so to speak, piled on top of 
one another. We cannot be too prc-occupicd with maintaining 
pure air in such a house and keeping away from it everything 
which might become noxious, because its function must be to 
mould the character together with the mind and heart. This 
then is our conception of the ordering and distribution of the 
buildings which are to make up the college.* There follows an 
tuctrenicly detailed study in which are considered successively 
the apartments of the staff and administrator, the class-rooms 
and all the rooms to be used for instruction, the great hall 
where the cadets deposited their weapons after the daily 
exercise., the refectories and kitchens, the rooms of the cadets, 
private rooms, since, says the report, ‘it is absolutely necessary 
to avoid communal rooms in an establishment of this kind. 
The rooms of the cadets will be large enough to allow them 
-cn to twelve feet square or rwclvc feet long by ten wide.* An 
‘flRcer’s room to the right and left of every ten rooms ensured 
iiscipline. Then there were the chapel, the infirmaries, the 
iding school, the stables, and all the annexes. The work, 
>egun in 1751, was slow; the roofs were not laid until 1771 ; 
he chapel was finished even later. The whole group is, more- 
over, comparable in size to the Invalidcs. It is the masterpiece 
>t Gabriel, both for its simple, clear lay-out and the beauty of 
ts architecture, llic fa9ade to the Champ-de-Mars, with its 
'cntral pavilion capped by a four-sided dome, is the best 
cnown; unfortunately, its proportions were spoilt later by 
lew blocks which lengthened it too much. The interior facade 
o the great court is the most perfect. The two superimposed 
:olonnades of the Invalidcs are met with once more, but 
^nly on one side, for the court is open, the central block ^ing 
>rolongcd by two lower wings. The stairs, the chapel, the so- 
^lled Marshals* Hall are the parts most generally admired. 
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U Academic de Chirur^ic (the former Guild of the Barber- 
Surgeons) commissioned Gondoin in 1769 to undertake the 
building of the ficole dc Chirurgie at about the same time that 
Soufflot was beginning the Ccole dc Droit (1771) opposite the 
Pantheon. The more specialized plan of the fxole dc Chirur- 
gie included a dissecting theatre. It was a period of great en- 
thusiasm for the archaic, Roman and even Etruscan, and 
Gondoin’s imagination, fired by the word amphitheatre, con- 
jured up the memory of the Colosseum. From it he took the 
passages and exits. The fagade over the court is a less severe 
portico with six Corinthian columns and the inscription 
justifying the building’s purpose: Ad caedes hominum prisca 
amphiibcatra paiebani - it was for the deatli of men that the 
ancients erected their amphitheatres. 

The nineteenth century was for a long time content to draw 
on the very rich architectural resources becjucaihcd by the 
religious communities. Many hcees were housed in secularized 
monasteries ~ the L)cce Malherbe at Caen is the old Abbayc- 
aux-Hommes, the Lvcce J lenri IV in Pans is the Abbc} of 
Sainte-Gene\ ieve, etc. 

It was really only with the I’hird Republic that new build- 
ings for all grades of education were begun. It is possible to 
give only a few examples - for primary education tlic charm- 
ing llcok Matermlle in Paris by lands Bonnier (1911); for the 
high schools, tlic Lyccc Buffon by Vaudremer (1889); for the 
University Eaculties, the new Sorbonne by Nenot (1900); 
three works as diflercnt in purpose as in spirit. After 1914 in- 
creasing use was made of concrete for the skeletons of build- 
ings, generally hidden beneath a brick facing. The influence 
of contemporary Dutch aichitecturc is often considerable. In 
Paris the School of Infant Welfare m the Boulevard Brunc, in 
Lyons the new Faculty of Medicine, arc among the most 
characteristic woiks, aiming above all at simplicity of fv?rru 
and a design appropriate to the function the\ ate 10 fulfil. 

To scl'iocl buildings mav be added libraries. In Paris the 
Bibliothcquc Saintc-Genevitve by Labrouste (1850) is one of 
the first buildings in which iron and cast-iron were used on a 
large scale, hidden in the lower part by a simple, powerful 
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Stone fagadc. The erection of the storehouses at Versailles for 
the Diblioth^iie Nationale (Roux-Spitz, 1932-4) was made 
possible only by reinforced concrete. 


III. Theatres 

'fhe modern theatre plan, a scmi-circular hall and stage set 
V. ithin a cltiscd and eovcicd building, did not appear in I'rance 
until the second lialf of the eighteenth century. Jacques 
h’ranty'ois Blondel, in his Cours d\4rr/j//rc/Hrc (1771), deplores 
French inkrionty m this sphere: \M. dc Voltaire has expressed 
it well: the ancient Ri^mans produced architectural marvels in 
which to hght wild bca'^ts, and for a century now we have had 
no reasonalde hall in which to present the masterpieces of the 
human mind. The Omicdie-Fran^aise is the nnticmal theatre; 
there is no one wbc; does not feel the nccevsny of a theatre for 
this company,’ I'hc prototypes were in Italy, particularly since 
Palladio and the thtatre of Vicenza. About 17^0, the chevalier 
iU. Chaumom was commissioned to ‘make a survey at the 
King’s expense <'f the \'aii(/us theatres in Italy’. 

In 1763 the P.'iris Opera in the Palais- Royal was burnt. 
Soufflot and Gabriel were commissioned to build a temporary 
hail in the 'ruilerics, adapting the former Salle dcs Machines 
used under Louis XIV for ballet. Inaugurated ui 1764, it had 
little success, despite the icputation of its architects. The spec- 
tators complained that they could nor see anything. At the 
same time Gabriel 'was working alone on the Opera Mouse at 
Versailles (1753-70). For the traditional horseshoe plan he 
substituted the more logical U-furm; the visibility and acous- 
tics were praised unanimously; in addition the decoration it- 
self was a marvel of taste and style which is still universally 
admired today. 

But in these two cases the theatre vt^as only one element in a 
greater architectural whole. The problem of the independent 
theatre, of the building devoted exclussivcly to stage repre- 
sentations, was faced and solved at Bordeaux by Louis (1773"’ 
?o). This included not only the stage and hail for the audience, 



226 


SKCl'LAR ARCinTIiCTlIRli 


but a whole section set aside for reception - the vestibule, the 
foyer, the great double-flighted staircase. As to the building 
itself, Louis had the idea of surrounding it with a colonnade, 
so that it would have had the appearance of an antique 
peripteral temple (pi. 52a). This was the classical period; the 
same formula served for the theatre, the church (the Made- 
leine), and the market (the Bourse). Louis’s classicism is florid, 
Tliat of Peyre and Wailly at the Od^on in Paris (1779-82; 
originally the C]om^die-Fran9aise) is more severe. Then a 
number of tlieatrcs appeared simultaneously - at Besangon 
(Ledoux, 1777); at Nantes (Crucy, 1778); at Amiens (Rous- 
seau, 1778-80). The antique hall-mark may be reduced to a 
fa9ade, sometimes simply to a portico of four columns (in 
Paris, the Varidtds, 1807, and later, the Gymnase). 

Tlic Opi^ra at Versailles and the theatre at Bordeaux are 
major works and representative of the eighteenth century. 
7 'hc Paris Op^*ra is their equivalent in the nineteenth century, 
the Th^^tre des Champs-Elys^cs in the twentieth. In the Paris 
Op^ra (1861-75) Charles Gamier merely amplified the pro- 
gramme outlined by Louis, but transformed the exterior 
appearance and adopted a new decorative style (pis. 50-52). 
The work is, indeed, characterized by the following factors: 

(a) its precise adaptation to a given purpose - a place of 
official and social gatherings to which people go as much 
to be seen as to see. A hall lined with boxes in which 
visits can be paid and received ; an enclosure with a foyer 
for those who have reserved scats for the season (Foyer 
dc la Danse) ; an immense entrance hall for the reception 
of the public and the movcmcar of official processions ; 
vast corridors, the great foyer for tlie audience running 
the whole length of the fa9ade, a staircase in the hail 
reaching from the ground door to the very top of the 
building, giving a view of all the hall at one glance; 

(b) the appearance of the exterior, which is modelled on the 
internal plan; the freedom of arrangement which dearly 
outlines and disunguishc? ihc various parts of the build- 
ing, instead of enveloping them m an indiscriminate 
cloak; 
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(c) a luxurious decoration which now perhaps seems in 
had taste because it is no longer fashionable, but which 
has a historical value, for it w'as peculiar not only to a 
single architect but to a whole society; a wealth of mate- 
rials almost attaining vulgarity (marble, porphyry, 
bronze, gilt plaster); a confusion of ornaments borrowed 
from every period (antcfixae, palmettes, antique carya- 
tids) but above all from the Venetian Renaissance, that 
is, eclecticism. And for this decoration Gamier called on 
the greatest names of the period, notably Baudry and 
(^rpeaux, 

'JDie TbeStre dcs Champs-Elys< 5 cs (1911-15; pi. 51), the 
work of the brothers Ferret, inaugurated on tlie eve of the 
First Vi orld War, is the first theatre in which concrete was used 
for the skeleton, though it is faced with very fine marble. Its 
simplicity of line astonished a period accustomed to greater 
exuberance. There was talk of imitation of foreign art. Forain 
called it ‘the Zeppelin of the Avenue Montaigne*. In reality 
the work has a great deal of decoration and nothing of mani* 
test ‘functionalism*. It is simply a work of good sense and good 
taste in tlic French tradition. A. Ferret had entrusted the 
decoration of the facade to the sculptor Bourdelle and that of 
the interior to the painters Maurice Denis, Vuillard, and 
Roussel. The innovation lies in the plan and the structure, 
llierc arc three stages set one over the other -* an opera hall, 
wliich keeps and even accentuates the customary scmi-circular 
C)Utline (93 feet 6 inches in diameter, 2,100 seats), a theatre hall 
(750 scats), and a small theatre (studio) originaiJy intended as 
an exhibition room, later used as an experimental theatre (250 
sweats). Technically, the keynote of the whole is four groups of 
four concrete piers, 80 feet high. 


IV. International Exhibitions 

There arc many other n^pcs of public building, both tradi- 
tional (law courts, prisons, cemeteries, public l^ths, etc.) and 
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new (railway stations, aerodromes, post offices, banks, fac- 
tories, etc.). There is not space to do more than mention them, 
but we must examine in a little more detail the buildings of the 
great international exhibitions. Though many of them lasted 
only a short time, (hey have frequently served as models or 
demonstrated new principles, and they have always expressed 
the tendencies of llieir period. In no other group can we so 
easily follow the tv<jJution of French architecture within tlic 
last hundred years. 

The ffircc exhibitions of 185 1867, and 1889 were first and 

foremost three great proclamations of the victory of metal 
crmstruction. For that of 1855 the emperor wanted a palace 
‘based on the plan of the Oystal Palace in London*, which had 
housed the Great Exhibidon of 1851. So Arderin built the 
Palais dc Tlndusiric, after plans by Alexis Barrault and designs 
by Vicl ~ a vast par.ilklogiain 820 fa t long and 550 feet wide, 
covering, with its four annexed pa\ ilions, an arai of 1 5^ acres. 
Tn the centre, an aisle ^40 feet long, 160 feet wide, and 1 1 ^ feet 
high was covered bv semi-cirrular trusses w'ith a span of 80 
feet, resting on columns of cast-iion. The ed'cct was very fine. 
I’nfortunaicly, the rnet.d was clad in a shell of masonry in 
the heaviest of st\les and the building was badly situated, 
bordering the (liamps-Elysces and compictciy blocking the 
view of the Invalides. It was demolished in 1900. 

The Exhibit i(vu of 1 867 was situated in the Champ-de-Mars, 
a vast metal construction made up of concentric galleries cut 
through by radiaring g.dleiies (pi ^b). Eaich circle w^as as- 
signed to a paiticulir branch of industry (machines, raw 
materials, clothing, fumiture, the liberal arts, etc.); the radiat- 
ing passages separating the sections assigned to the different 
countiios. This admirable plan had been conceived by F. Le 
Play, general org.inizer of the Exhibition. The actual biulding, 
due t('* Krantz and Eiffel, usctl inm almost exclusively. From 
this work Eitfei gathered the data for his famous memoran- 
dum on the ela.*;ticity of assembled pieces of metal. 

Finally, the Exhibition <.>f 1889 brought the Gaicrie des 
Maclnnes and the Eificl Tower. Ihc site of the former, again 
badly chosen, ran parallel to tlic Ecolc Militaire, at the end of 
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the Champ-ck‘-Mars, hiding it completely from view. But 
tcehiiiadly it was a perfect success - its immense aisle, 580 feet 
wide, 150 feet high, and 1,400 feet long, covered by great 
metal girders, met with general admiration (ph 53a). The 
rower was to make the name of Iviffcl famous, it was erected 
between 28 January, 1887, and 31 March, 1889. Its 980 feet 
constituted for a long time the record height achieved by 
a human construction. 'Fhe project brought protests from a 
group of artists and wrirers, to wdiom rdtfel replied. But its 
success w’ith the public w.'is immediate and the Towxt, which 
is still standing, lias neitlicr dwarfed nor liumiliatcd the tradi- 
tional monuments of Paiis. 

The Hxhibition of 1900 marked a turning-point in French 
and a new phase in modern architecture, which in fact came 
to called the style of the nineteen- hundreds. Iron was 
abandoned either for stone in buildings intended to la.st (the 
Grand and the Petit Palais) or lor stuccv) and plaster, light, 
cheap materials, for temporary erections. But the essential 
characteristic was the triumph of a \cry exuberant decoration, 
as exuberant as Flamboyant Gothic 01 the Barocjuc, with 
elements borrowed frr>m the vegetable world. Normally 
decoration derives from construction, in 1900 this w^as rc- 
\c"sed: archnccts followed the decorators, and the lines of 
their buildings, like flower stalks bending with the wund, 
began to .sway. The style of the nmcteen-liundrccK - then 
known in France as the ‘modern style’, and in Fngland as ‘Art 
Nouveau’ - assertetl itself in the Fxhihitirjn in Hinct’s monu- 
mental Gate (pi. 54*1); in the palaces r)f the Champ-cIc-Mars 
and the Invalides, in the furniture sections; but also outside 
the Exhibitiem, in the entrances of the underground railway, 
W'hich had just been inauguiated; in vaiious house and hotel 
tagadcs, both in Paris (Castcl Beranger, by Guimard, 14 rue 
Fontaine; Ceramic-I Jutel, by Lavirotte, 54 avenue dc Wagram) 
and at Nancy. Its inventors, Gaile and MajoreJlc, both came 
irom that city. The Grand Palais and tlie Petit Palais, seem- 
ingly to stand for ever, were simply a return to the eclecticism 
of Charles Gamier. Neverthelcs^i the Grand Palais, whose 
execution was divided into three lots, had in its interior, by 
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Louvet, a bold metal construction, a great glass house, which 
to this day serves for a large variety of crowded assemblies - 
cxliibitions, horse shows, etc. 

The 1914 war postponed the holding of another inter- 
national exhibition until 1925. Then came the so-called Exhi- 
bition of the Decorative Arts. As the name suggests it gave 
first place to decoration and in part constituted a prolongation 
of the 1900 and modern style. But it also contained several 
bold assertions of the value of reinforced concrete. It brought 
into the limelight such names as Ferret, Tony Gamier, Mallet- 
Stevens, In the Espr//-noweau pavilion, he Corbusier was 
preaching ‘purism’ and the total elimination of ornament. 

The Exhibition of 1957 was perhaps of less significance; at 
least we have not yet grasped it. It certainly was of value for 
the clarity of its plan, the work of that master of town plan- 
ning, J, Grdbcr. The errors of arrangement which had marred 
so many previous exhibitions were naturally avoided. The two 
remaining buildings, the New Trocadcro, called the Palais de 
Cliaillot (pi. 55 a) and the new Museum of Modern Art, both 
in reinforced concrete, have been variously judged. 
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THE TOWN AND TOWN PLANNING 


The architecture of a town is often called towfi plannings in 
spite of the fact that urban arrangement is immensely compli- 
cated, involving administration, traffic control, sanitation, and 
calling for the expertise not only of architects but of lawyers, 
engineers, surveyors, and doctors. The current equation of town 
planning and arclutccture, shows that in the public opinion 
town planning is first and foremost architecture. This is per- 
haps an ideal; it is certainly not a reality. History shows us 
that in certain periods town planning was the affair of admini- 
strators, engineers, and surveyors, and that architects took no 
part in it. It is true that it also shows us that the result has 
generally been unfortunate. 

The realm of urban architecture is the external appearance 
of the town, that is to say its plan and the placing of public 
open spaces, particularly squares. Man can dominate these 
features, on condition, of course, that he so desires, for it has 
very often happened that, showing no interest in it and letting 
the town take shape and grow by chance, he has become 
aware too late of the perils of a disorder no longer capable 
of remedy. Such an effort of organization, when it existed, was 
inspired by very varied factors - defence, traffic, hygiene, and 
beauty. It can almost be said that one or the other took the 
lead according to the period, 

5 THE MIDDLE AGES 

Town planning was not invented in the nineteenth century or 
by Haussmann. Hellenistic and Roman towns were already 
masterpieces in this respect. And in many eases the birth and de- 
velopment of medieval cities were by no means left to chance. 

Pirn, The majority of French towns are of Gallo-Roman 
origin, that is to say, they were already in existence at the 
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beginning of the Middle Ages - Paris, Lyons, Toulouse, Bor- 
deaux, Reims, Arras, Orleans, Rouen, Tours, Dijon, Nimes, 
etc., arc among these. They have passed through the Middle 
Ages preserving more or less their original plan, formed by 
the right-angled crossing of a cardo and a deamanuSy but, above 
all, expanding^ and l-^cing enriched by additions so substantial 
and so varied that generally we have difficulty in recognizing 
the early nucleus and its outline. 

We need record only what happened in Paris. At the begin- 
ning of the Middle Ages the Gallo-Roman town, established 
principally on the left bank of the Seme, had been destroyed 
by the fires kindled by the great invasion of the third century. 
Paris got smaller, retreating to the lie de la Cite within the 
shelter a surrounding wall. Outside this, small groups of 
buildings or suburbs gradually made their appearance. Some 
were of religious origin, villages set rf>und the great abbeys of 
the outskirts of Paris: Saint-Gcrmain-des-Pres, Sainte- 
Genevi^ve, Saint-Victor, Saint-Marcel, to the south; Saint- 
Germain-rAuxerrois, Saint-Martin-dcs-Champs, and later the 
Temple, to the north. To the north, too, at the head of the 
bridge, there was a collection of merchants around the Place 
de Greve To the south, a h,ttlc later, grew the University. 
Thus, between the hfth and thirteenth centuries, the city 
spread in all directions. A conscious attempt was made to 
extend the city wall to take in progressively all these growths. 
In 1190 and "210 Philip Augustus, and later Charles V at the 
end of the Middle Ages, marked out a new and ever vaster 
Paris; and their walls became so many concentric layers round 
tile old Lutetian trunk. Their example was taken up by Louis 
Xlll, Louis X\'l, and Louis-Philippe. These tiirce stages, the 
reduced, the enluged, and the unified town may be recognized 
in the liistory ot all the Gallo-Roman cities. Reims was 
ftirmed by the j<'>ining together of the city and the subuib of 
Saint-Rcmi; Arras by that of the city, the subuib of Saint- 
Vaast, and a mci chant community; Toulouse, by that of the 
city and the suburb of Saint- Sernin ; Troyes by that of the 
city and a merchant community originating from the Cham- 
pagne fairs ; .ind so on. 
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Other towns arc noticeably younger. Some have grown up 
within living memory (bathing resorts or garden cities). The 
seventeenth century saw the birth of Versailles, the sixteenth 
that of Lc Havre. Nevertheless, a particularly great elTort was 
made in creating new towns at the end of the Middle Ages, 
between the twelfth and fifteenth centuries. It was stimulated 
both by general economic factors such as the clearing and ex- 
ploitation of land, often under the impetus of religious com- 
munities, and by two p(>litical factors: the Albigcnsian 
Ousade and the Hundred Yeans War. 

The liistory of the French village is still far from being 
written. A studv of its plan would be of considerable help. In 
a number of ca^cs we find two main principles asserting them- 
selves: envelopment and attraction. Imvclopmcnt tikes place 
when a series of houses arc erected round a building particu- 
larly precious cither for its moral value or for its material 
sc^lidity in relation to defence ~ generally, the church, llie 
attraction of traffic by this building gives rise to a series of 
roads directed towards it. In this way is formed the type of pat- 
tern known to town planners as radio-concentric^ that is, made up 
of radii and circles, like a spider’s web. The design is naturally 
not very clear because it has been traced spontaneously 
without the use of rule or compass. F'or the most part this 
applies only to humble villages, but the magnificent plan of 
Bram (Aude) is that of an already important rural township 
fpL 55 b). 

new towns of south-west France have a more geo- 
metrical plan in a completely different spirit; chess-board 
fashion, their straight streets arc parallel or at right angles to 
one another. A greater individual creative force can be seen 
in their histor}’^ and the documents sometimes speak of the 
l^ti^eesurSy that is the surveyors w-ho marked out the plots. 
Originally they were a kind of colonial outposts founded, at 
the limits of their domains, citlicr by tltc kings of France and 
the counts of Toulouse, opponents in the Albigcnsian war, or 
by the kings of France and the kings of England, neighbours 
and rivals on the confines of the Garonne and the Massif 
Gmtral. Locally they were given the name of bastidis. Many 



254 SECULAR ARCHITECTURE 

have remained district centres; others such as Montauban, 
Villcfranchc-dc-Roucrgue, Libournc, Carcassonne, have risen 
higher in the administrative hierarchy. 

The two ruling ideas of the planners were to reserve a 
large open space for the market and to have plots with easily 
calculable surface areas; hence the rectangular blocks of 
houses with the public square and market in the centre. How- 
ever, it would be incorrect to suppose that these plans - there 
arc more than two hundred of them - are all the same and 
present the rigorous geometrical pattern of the American 
towns of the nineteenth century. The form of the block is 
very occasionally square (Mirande, Grenade-sur-Garonne), 
but more often rectangular, so that innumerable combinations 
of proportions as well as different rhythms are possible (Mont- 
pazicr, Sainte-Foy-la-Grandc). Sometimes also the straight 
line bends. Although it has occasionally happened that, regard- 
less of the site, a rigid squaring has been imposed on a slope 
(Montflanquin, Lot-et-Garonne), other plans, such as those ot 
Cordes or Montrejeau, with their lines following the curves or 
the slope, harmoniously combine the effort of art and the 
demands of nature. 

Optn spaces aftd squares Firrept in these new towns, public 
open spaces and particularly squares were singularly restricted 
in medieval French towns. In the old Gallo-Roman cities the 
market was held in the open street. Even the church had nn 
square in front of it; it was a house among houses. Surround- 
ed on three sides either by a cemetery or by other buildings, 
it had only one fa9adc to chc street with, generally speaking, 
no open space of importance leading up to it. In Paris the 
churches of Saint-Merry and Saint- Sc verin axe still situated 
more or less like this - at the most they fiil the comer at the 
meeting of two streets. The idea of creating a square whose 
ornament was to be provided by the church only appeared 
with the Renaissance in Italy and later still in France, since one 
of the tirst examples in Paris was the Place de la Sorbonne, in 
the mid seventeenth century. 

Even the streets were generally anything but spacious, 
lined by arcades or narrowed by shop-stalls and the ever-in- 
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creasing projections of the upper storeys of the houses. But 
this docs not mean that these towns must be thought of as 
human ant-liills, quite deprived of air and light. If public open 
spaces were rare, private ones were many, particularly 
convent gardens. The toum was still half rural. Poultry yards, 
rabbit hutches, stables and fields were close to the houses, and 
the agricultural calendars carved on the fa9adcs of the cathe- 
drals did not represent an escape for the citizen, but an every- 
day reality. 

In the new towns, on the other hand, not only were the 
streets wider (26 feet at Montpazier, while in Paris, in the same 
perifxi, only one street reached 25 feet), but the squares were 
spacious. At Creon (Gironde) of a total of nine blocks, a whole 
one was given up to the square, roughly 1 1 per cent of the 
complete a:ea. It was reached from the corners, not from the 
middle of tlic sides. The square was surrounded by arcades 
linked together so as to give the impression of an enclosed 
space. Some towns still have very fine examples of this pattern 
- Montauban (arcades rebuilt in the seventeenth century after 
the original design), Montpazier, Sainte-Foy-la-Grandc, etc, - 
with narrow, oblique passages for carts at each corner. 

Fortificatiotts. Military architecture also had a part to play, 
chough from the sixth to the eleventh century no fortifications 
were built. But before and after this period the surrounding 
wall was one of the essential elements of the town. It is again 
in the south that the finest examples have survived - at Or- 
cassonne, Aigucs-Mortes, Viileneuvc-les-Avignon. The forti- 
fications of the city of Carcassonne include an inner rampart, 
erected by the Visigoths, dating back to the fifth century, and 
an outer rampart of the end of the thirteenth century. The 
first is 1,305 yards long; the second 1,658 yards. They arc 
defended by sturdy towers of varying shape - round, square, 
and semi-circular. Between the two arc the //w, open passages 
of variable width, on an average of 23 to 26 feet. Two gates 
only give access to the interior, the Porte d*Aude and die 
Porte Narbonnaisc, Both, and especially the latter, arc equip- 
ped with every means of defence - drawbridge, portcullis, and 
bartizan (pi. fe). 
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At Aigucs-Mortcs, St Lrinis had already built the tower of 
Constance when, in 1279, Philip the Bold concluded a treaty 
with the Genoese contractor Boccanegra, who undertook to 
erect the ramparts of the town. They form a slightly irregular 
rectangle, with a perimeter of about 1,640 yards. The walls, 
made of big stones carefully set and heavily rusticated, average 
25 feet in height. They arc flanked by fifteen towers, apart from 
the tower of Constance, placed externally in a rounded 
indentation (pi. 61). 

The fortifications of Villcncuve-l^s-Avignon, rather more 
recent, were starr<d during the time of Philip the Fair, but 
were built mainly during the second half of the fourteenth 
century, to guard the frontier of the Languedoc region to- 
wards the Rhone. It is h'rcnch work of which the finest and the 
most formidable element is the gate, framed between two 
enormous cylindrical twin tcwcrs (Towers of King John). 

Among other French towns whose walls arc still fairly well 
preserved we may mention the thirteenth-century ramparts of 
Provins; those of Avignon, of the fourteenth century (though 
these were in part destroyed m 1906); for the hfteentii century 
the important defences of the Breton towms, Gucrandc, Saint- 
Malo, 1 Icnnebont, Dinan, Vannrs^ Fongeres, and Mont-Saint- 
Michcl. Of the walls of Paris, built by Philip Augustus and 
Charles V, oidy sc.it tered remains survive and not all arc made 
the most of, such as the so-called Tower of John the Fearless 
in the rue Ttienne-Marccl or a tower in the court of the Credit 
Municipal, rue dcs Blancs-JMnnteaux. But certain miniatures, 
notably a page ot the Breslau i*mj r«r/, give us a better idea of 
(Tiarlcs V's ramparts. 

^ TOWN PI ANNlNCi IN THE CLASSICAL AGP 

The period of classical town planning may be said to extend 
tluough the sixteenth, seventeenth, and eighteenth centuries, 
coming up even to 1815, for in this held the First Empire was 
no mt^rc than the executor of the Ancicn Regime, The domin- 
ating factors in diis period were aesthetic and theoretical 
considerations, the desire to make towns conform to a certain 
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ideal of beauty. It may l>c noted, however, that in the eigh- 
teenth century, under the influence of England and Holland, 
practicality and the taste for comfort were not necessarily 
sacrificed to magnificence. 

The principles. The principles of this classical town planning 
were laid down by sixteenth-century Italy; but France con- 
tributed largely to their perfection. The essential elements 
were : 

(a) The ^ttnighl line. It cannot be said that there were no 
straight stiects in the Middle Ages since - as we have just 
seen - the rectilinear outline dominated the plan of the major- 
ity of the new towns. But this was merely the result of a divi- 
sion into uctanguLit plots considered as the simplest method, 
not the outcofue of any theoretical adhesion tf> an ideal. On 
the contrary, classical town planning gave the straight line a 
theoretical superiority. It saw in it the very expression of 
human reason and w'ill. Descartes has summed it up admir- 
ably: ‘Thus these ancient cities which, having begun as small 
villages, have become with the passage of time large towns, 
arc usually so badly planned that ... to see their curved and 
unequal streets one w'ould say that it was chance, rather than 
tlie will of a number of men exercising their reason, wdiich 
disposed them m this way' {Discours rJc la M/ZloJe, second 
part); a mystical rather than a logical point of view', lot there 
can be as much reason and geometry in a legul.ir curve as in a 
straight line. This mysticism of the straight line did not, in 
any ease, end with the eighteenth, century. It was this, much 
more than preoccupation with the nuivemcnt of traffic, which 
dictated flaussmann's vistas and which still inspires many 
town planners ntiwadays. They believe themselves freed from 
ail dogmatic approaeix, w^hilc they are simply ol>eying tlic 
most academic routines. 

(b) Monumental perspective. A rule which seems to have 
been admitted by all those who loved the beauty of towns is 
that in any street the eye must be arrested somewhere, must 
come to rest on something. Vistas must be limited. But there 
arc several w'ays of satisfying this demand. It was met, quite 
naturally, in the old medie\'al towns, by the curved streets. 
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No more than a part of each street could be seen, and tM 
never the same. The part displayed changed at every sti|) 
Those who have walked down the splendid curve of Oxfot< 
High Street know' well the magnificent result that can b< 
obtained by so simple and so clastic a design. For this natura 
limitation the classical town planner substituted a deliberau 
limitation, obtained by a monument built for the purpose - 
tiic Pantheon at the end of the rue Soufflot; the Madeleine a 
the end of the rue Royale; the Odeon theatre at the top of th< 
rue de TOdcon. Straight road and terminal building w^ere th< 
two elements necessarily linked in this aesthetic, for the com 
hination underlined man’s mastery and the character of worl 
of art which he meant to give the town. One of the con 
sequences of this principle was the transformation of th' 
design of squares ; openings in the middle of the sides wen 
substituted for openings in the corners, and streets crossec 
in the centre, for a fine monument situated at this crossing 
provided terminal perspective for a greater number of streets 
Another consequence w^as the layout of the town plan, o 
fractions of it, in w'hich scvcial streets converged towards th- 
same building or radiated from it. In the Versailles of Loui 
XIV, three great avenues led up to the palace (pi. 56a). L 
Notre, who prt)babl\ conceived this idea, wanted to reproduo 
it in the same period in Paris, in front of the Tuilencs garden 
- the Cours-la-Rcinc is one of the three avenues, the Champs 
fdys^es the second, and a third, symmetrical with the Cours 
la-Rcinc, on the other side of the Champs-filysdes, remained 
mere plan. On the other hand, the system is complete at th< 
rear facades of tlie Invalides and the ficole Militaire. The fines 
example is the Place dc Tfitoilc, where twelve avenues radian 
round the Arc de Triomphe. 

(c) The programme. This is the term given to the obligatioi 
imposed on all the houses of a certain part of the tuWTi - 
street, square, district - to obey a given programme, that is 
to conform to a general design. Although again an Italian in 
vention, the finest application? of it arc in France. One of th< 
first examples there was carried out in Paris, when, bctweci 
1500 and 1510, the Pont Notre- Dame 'was rebuilt. It wa 
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stUftanked by houses on both sides and all these had to be 
alike - brick with stone dressing and gables over the street, 
arid a ground floor with arcades and shops. A hundred years 
later, at the beginning of the seventeenth century, when the 
rue Dauphine was created as a continuation of the Pont-Ncuf, 
the inhabitants were ordered to ‘make the fronts of their 
houses all in the same manner, for it would be a fine ornament 
to have at the end of the bridge this street forming one long 
1 a9ade’. The houses of the Pont Notre-Damc have disappeared ; 
those of the rue Dauphine liavc ceased to observe the pro* 
gramme, if indeed they ever did conform to it; but the rue dc 
Rivoli, on the west side, the work of Napoleon I, oflers the 
finest example of the application of this principle. 


5 TUR ROYAL SQUARES 

It was on squares rather than on streets that the monarchy 
imposed a plan. The squares built in France in the seventeenth 
and eighteenth ccmturics represent the highest expression of 
classical town planning, above all those known as the royal 
squares, because they were meant to act as a setting for the 
statue of a sovereign. Unfortunately they have suffered greatly 
since they have lost the statues which were their justifleation, 
and not all have found an adequate substitute. They had been 
carefully set away from the nwin traffic currents, since it had 
been intended to ensure their calm and serenity, but the nine- 
teenth centur}^ cut into them and exposed them to the noise of 
town and traffic. It did not recognise that supreme law which 
rules not only towns but all human activities - fitness for use. 
A street or a square cannot serve any purpose. There arc great 
traffic arteries {auiostrade^ for example); there arc streets for 
trade or residence; there are squares which arc road-crossings 
and others which arc stopping places. Neither the Middle 
Ages nor the classical period had made this mistake. 

Paris has kept, though in a somewhat mutilated form, five 
toyal squares: four arc of the seventeenth century - the Place 
Dauphine, the Place dcs Vosges, the Place dcs Victoircs, and 
the Place Vendomc, to wliich the eighteenth century added 
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the Place dc la Concorde. M(xst of the large French provincial 
towns also have one. They were so line and became so well 
known that the rest of Europe borrowed the idea and the 
model. 

The Place Daunhinc occupies the western point of the lie 
lie la Cite, which provides a resting-place for the Pont-Ncuf 
on Its way across the river. At the beginning of the seven- 
teenth century there was only a stretch of waste land, the 
‘clean sheet* c^f which Descartes spoke, on which the mind 
could work at will. About 1605 the Place Daupliinc was laid 
out on it, a triangle well adapted to the tapering form of the 
island. It had only two openings, one at the af)ex, tJie other at 
the base. All the liouses were alike, built in brick and stone 
with slate roofs; the thiec storeys included a ground floor witli 
filied-in arcading. The statue was that of 1 Icnn IV. It occupied 
the apex of the triangle, a position unique in (he history of 
royal squares, but we are at the beginning of this history, and 
the final form was not to ])c found at the first experiment. 
Besides, the king was facing the square and not the ri\cr, 
wliich was enough to indicate the real link. \X'h:it remaitts 
to-day of this delightful ensemble? The square lias been 
broken open, tlie inse of iJ\c triangie having disappeared in 
1874 wlicn tlae Palais dc Justice was completed; the statue 
was overthrown during the Revolution, and that which is 
now in Its ]'.lace was re -established in the nineteenth century. 
As for tlic h^>uscs, rising to two, three, or four stoieys, with 
their arcades broken, roofed in the most diverse ways, they 
no longer bear any rclatit»n to one another. Only tlic two 
skilfully restored houses at the apex, vtppositc the statue, show 
us the original pattern; but of the square as a whole we can 
have no idea except through engravings, particularly the fine 
plan of Paris attributed to T'jrgot ph 59b). 

The Place dcs Vosges was for a long time called die Place 
Ren, lie, as if it represented the royal square at its most perfect. 
Its design goes back to 1606, and the whole was completed In 
1612. It is a square of about feet a side, in which the 
houses have kept their uniform appearance; they arc in brick 
and stone with open arcades on the ground floor forming a 
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continuous covered walk; there arc two store) s^and dormer 
windows, and great slate roofs Three corners of the square 
were closed in. A street ran out of the fourth comer, and two 
other streets ran from the centre of the main sides under two 
higher pavilions called the King’s and the Queen’s Pavilions, 
The statue was tliat of Louis XIII. l*hough the architectural 
ensemble remains intact a secfJiui comer has been opened up 
opposite the already existing one and traflic and a bus route 
now cross the square, which was sc> carefully isidatcd 
originaily that one can go tight thrtmgii the rue Saint -Antoine 
just next to it, one of the great arteries of Pans, without 
suspecting its existence (pi, 58a). 

The Place des Viclr>ircs und the Place VendoniC (pis, s8b 
and 59a) arc both dedicated it> Louis XIV and are tlu* w<irk of 
the great classiail architect, Jules Hardouin-Mansart. VX’c have 
already met his work in tlie Dome church lU iiw Irn ahdes, and 
m the greatest of die Ciranu Monarque’- tlnce Versailles, 
The architectural anangement hcic txcomes much more 
magnificent. We ctn hardly call these houses, fr)r they arc 
palates, decorated this time with antique orders, Ti:c Place 
des Victoircs, whtjse origind plan, dated 1685, is in the 
Archives naiionalcs, h circular. It was almost’ contempfuary 
V n.'i the Place R ovale at Dijon and the Bosq'ict uc la i^<don- 
nadc at Versailles, two other works by J. Hardouin-Mansart, 
all tiircc being closely related in shape. The circle was broken 
into by tlirce streets only. It was the most witluirawa of the 
ro^al squares, a kind i/f sanctuary^ of royalty. Night and day 
great torches burned before the statue. 'J'he tormarion (*t the 
rue fjicnne-Marcel has made it to-day r>nc ol the busiest of 
Parisian crossroad.s. Mansart’s facades have been rranstormed 
into Shops and made gaudy wdth business signs. Notliing of 
the nobility of the square survives, any more than in the Place 
Dauphinc. Seeing it now, we cannot even imagine what it 
once was. 

The Place Vendome, on the other band, has preserved its 
dignity, but it is greatly spoilt, even though its ardntccturc has 
remained intact, by the Vendome column, substitutc<i for the 
statue, which docs not hannoniac in either style or proportions 
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with the architectural background. Above all, Mansart’s 
square was almost an enclosed space, a rectangle with the 
comers cut off, crossed by only one street which led almost 
immediately in each direction to two magnificent vistas - the 
portal of Orbay’s Capuchin convent and the convent of the 
Feuiilants, the church of which had a doorway by Frangois 
Mansart. These were pulled down to allow of the formation 
of a great traffic artery from the boulevards to the Seine. 

Several great provincial towns had also wished to dedicate 
a square to Louis XIV, for example Tours, Pau, Caen, Dijon, 
Lyons, Rennes, Montpellier. The square in Montpellier, trans- 
formed into a garden at the end of the eighteenth century, has 
become the Promenade du Peyrou. That of Lyons, now the 
Place Bellecour, has remained unfinished. The finest is the one 
at Rennes, designed by Jacques Gabriel at the time of the 
reconstruction of the town, after the great fire of 1721. It is a 
simple rectangle, at the end of which an older building, the 
Palais de Justice by Salomon de Brosse, was left standing; 
but the other three sides, planned by Gabriel with a great 
Ionic order over a high base, though almost unknown, can be 
counted among the most perfect works of French architec- 
ture. In them can be seen the part played by town planning in 
the work of Mansart and Gabriel, the greatest names in French 
architecture. 

The work of Gabriel is to be seen once more in the squares 
of Louis XV. These are more numerous and their history is 
better known, for they were the subject of the magnificent 
compilation by Patte, Monuments ^ la gloire de 'Louis XY (1765). 
The principal are at Rennes, Bordeaux, Nancy, and Reims, 
and among them, in Paris, the Place de la Concorde takes 
its place. They represent a perfect series, each original in its 
own way. 

The squares of Bordeaux, and the Place de la Concorde in 
Paris, are the work of the two Gabriels, the one by the father, 
the architect of Rennes, the other by the son, the architect of 
the ficole Militaire, and both arc close to great rivers the view 
of which neither architect sought to hide. Yet the problem in 
the two cases was anything but similar. At Bordeaux buildings 
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were erected on three sides; in Paris on one only, the other 
two being sufficiently defined by the masses of greenery of the 
Tuileries and the Champs-filysecs. Furthermore, while the 
Bordeaux square is self-contained, that of Paris forms part of 
a larger whole including also the rue Royale and the church of 
the Madeleine, which is the terminal perspective of the former. 

At Rennes and at Nancy we find a completely different 
situation and a new idea - that of a group of squares. At 
Rennes the Place Louis XIV and the Place Louis XV com- 
municate diagonally. Since both of them had a statue, pains 
were taken to vary the position of the monument. Louis XIV 
stood, as always, in the centre of the square. Louis XV was set 
right against the fagade of the Hotel de Ville. At Nancy there 
is a succession of three squares. Place Stanislas, Place de la 
Carriere, and the Hemicycle. The first alone was a royal square, 
and in fact was originally given the name and effigy not of 
Stanislas but of Louis XV. Here designed the architectural 
elements, linked up at the comers by gilded gates designed by 
the virtuoso locksmith, Jean Lamour, but he did not make 
them identical. On one side, towards the west, he lowered 
them systematically so as to leave the horizon of hills and the 
Malzeville plateau in full view. 

The Place Royale at Reims (Legendre, 1756-60) was the 
last of the French royal squares and the most classical, perhaps 
the most perfect. As in Paris and Nancy, it was part of a larger 
whole - the lay-out of the complete town centre and the crea- 
tion of a great street (the present rue Colbert), joining the 
square to the town haU. 

The Place Royale at Reims served as prototype for the 
Place Royale at Brussels; that at Bordeaux for the Praga do 
Comercio in Lisbon (after 1755). The Amalienborg square in 
Copenhagen, like the Place de la Concorde in Paris, is linked 
up by a short street to a great domed church; it is still more 
directly derived, in its square plan with cut-off corners, from 
a square created by Mansart at Versailles to serve as approach 
to his church of Notre-Dame, called to-day the Place Hoche. 
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5 THE PARIS OF NAPOLEON I 

Napoleon I had great ambitions for Paris. He wanted to make 
his capital 'not only the loveliest town which ever has ex- 
isted, but the loveliest that can exist*. The principles of Napo- 
leonic town planning were not new - the great imperial crea- 
tion, the rue de Rivoli, was the typical application of the ideas 
of rectilinearity and uniformity which we have analysed 
above; the Arc de I’fitoile is the finest expression of monu- 
mental perspective. What we do find here for the first time is 
the ‘break-through’, that is, the laying down of wide straight 
streets to give perspective and vistas, involving the systema- 
tic demolition of parts of the city formerly built up and the 
disappearance of works of art often of considerable value and 
importance. The rue de Rivoli, the rue de Castiglione, and the 
rue de la Paix arc examples of this. The emperor was all the 
more heavy-handed as regards what he found before him be- 
cause he was personally insensitive to the delicate subtleties of 
the aesthetics of proportion and indifferent to a past which 
was not that of his dynasty. So with him begins what may be 
called demolition planning. 

Attention must also be drawn to the desire to imprint the 
mark of antiquity on Paris, to revive imperial Rome. We have 
already met with this in the case of church architecture. We 
have said too that the architects of the Empire invented no- 
thing, that they simply reduced to the status of pastiche what 
had previously been free imitation and, all things considered, 
original. It was the same here. Louis XIV and his successors 
had already dreamed of the hall-mark of antiquity. The gates 
of Paris in the reign of Louis XIV (Porte Saint-Denis, 1672, 
by Blondel; Porte Saint-Martin, 1674, by Bullet) were Roman 
triumphal arches without the name. But the triumphal arch by 
DaVilcr at the entrance to the Peyrou at Montpellier and that 
by at the entrance to the Place Stanislas at Nancy had 
both the name and the reality. Under Napoleon I imitation was 
more literal. Not only were there triumphal arches (the fitoile 
and the Carrousel) but also columns (the Vendomc column 
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copies that of Trajan), and above all temples - the Madeleine 
was the Temple of Glory, facing the Palais Bourbon, the 
Temple of Law. 

5 MODERN TIMES. HAUSSMANN 

The history of town planning in the nineteenth century is 
dominated by the name of Haussmann. In him we have not 
an architect like Mansart or Gabriel, but an administrator. 
Napoleon I had reduced architects to the secondary role of 
executive agents. Haussmann's work is much less original than 
is generally believed. Ilis principles and methods were in 
large part those of Napoleon I - vistas opened up by demoli- 
tion, submission to the ideas of the straight line, uniformity 
and perspective. The scale of application alone was changed. 
All the same, he brought with it a certain concern for the 
practical, which we shall define later. 

Haussmann’s work aroused the most violent controversy. 
To judge the question impartially, we must remember first of 
all that Paris, about 1850, was without doubt a sick city. This 
was the result of the economic revolution which dominates 
the whole history of this period, the birth of large-scale 
industry following on certain teclinical discoveries, the best- 
known of which are related to the use of steam-power. From 
this resulted a series of facts deriving from one another like 
so many theorems - the concentration of workers round the 
factory, a revolution in the means of transport, a migration of 
the population of the countryside into the town. The move- 
ment was so rapid that the towns could not deal sufficiently 
quickly with the problems which faced them. From the begin- 
ning of the nineteenth century in all the countries of Europe, 
one after another, they became sick. Since then the town 
planner has never been able to give priority to aesthetic con- 
siderations. Having become a doctor, he has had to relieve 
the miseries from which men suffer and die. The great need 
is to cure the unhealthy town. Did Haussmann understand 
this ? That is the whole question. 

We cannot study here the stages of the sickness of Paris, 
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Only a few symptoms can be pointed out. The city reached, 
about 1850, a population of a million. The suburbs grew 
uncontrolled and without any general plan ; in the centre, the 
old over-populated districts with their sordid, narrow streets 
often became the haunts of misery and crime. The descrip- 
tions of Balzac and Eugene Sue have a sinister eloquence. It 
may be objected that these are novels and that the search for 
effect naturally made the writer exaggerate. But the deplorable 
state of urban organization was proved by the numerous 
disturbances which occurred after 1830. It is sufficient to 
note the districts where the principal episodes took place and 
where the feelings that moved them were roused. The most 
bloody scenes of the 1830-4 period were set in the lie de la 
Citd (the affair of the Archbishopric, 1831), the Croisee de 
Paris (the riot at the convent of Saint-Merry, 1832), and, close 
to the latter, the rue Transnonain, of still more lugubrious 
memory ; it was there that, until a few years ago, the unsavoury 
Block Number One could stiU be seen.The tactics of the rioters 
were always the same: street brawls were made easy by the 
narrowness of the public thoroughfares in those quarters. A 
couple of upturned carts, a few chairs, and a mattress or two 
were sufficient to barricade them. Behind this barricade the 
rebels resisted without difficulty, since the regular army could 
neither advance in a body nor use their long-range arms. 

Th transformation oj the plan, Haussmann worked on three 
main problems. First and foremost, the two districts which 
riots had shown to be particularly dangerous - the Cite and 
the Croisee de Paris, In the Cite, he destroyed so many houses 
and streets that he reduced it to being nothing more than a 
collection of public buildings round Notre-Dame. Right 
through the middle of the island he ait the boulevard de la 
Cit6, flanked by the Tribunal de Commerce and the city bar- 
racks, now the Prefecture de Police. To the west, one half of 
the island was almost entirely occupied by the Palais de Jus- 
tice; to the east the open space before Notre-Dame became an 
immense parade ground, from which no one even thought of 
removing the Hotcl-Dieu, though Patte had suggested it a 
good hundred years earlier. 
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The ‘Croisee de Paris* is the crossing of two great axes : one, 
north to south, has always been indicated by the rue Saint- 
Martin and the rue Saint- Jacques; the other, east to west, was 
represented in the mid nineteenth century by the rue Saint- 
Honore, the rue de la Verrerie, the rue Sainte-Croix de la 
Bretonnerie, and the rue Saint-Antoine. These basic elements 
were considerably enlarged by Haussmann. From north to 
south the great artery was cut which bears in succession the 
names boulevard de Strasbourg, boulevard Sebastopol, bou- 
levard de la Cite, and boulevard Saint-Michel. From west to 
east the rue de Rivoli was prolonged to meet the rue Saint- 
Antoine; the whole space between the Louvre and the 
Tuileries, still encumbered with houses, was cleared; the Place 
Saint-Germain-rAuxerrois w'as created; the Place de Greve, 
widened and made more regular, became the Place de IT iotel- 
de-Ville. The actual crossing, the intersection of the rue de 
Rivoli and the boulevard Sebastopol, was situated at the 
Chatclet. The Place du Ch^telet was laid out and joined 
directly to that of the H6tel-dc-Ville by the avenue Victoria. 
Nearby, the Halles, enlarged and rebuilt, kept their traditional 
site. 

Secondly, Haussmann turned to the boulevards. Paris al- 
ready had two lines of boulevards, one of them incomplete; 
there were the old series of the inner boulevards on the site of 
the city walls of Louis XIII and Charles V, to the north of the 
city only; and the outer boulevards, following the walls of 
Louis XVI's Fermiers giniraux^ to the north and south. The 
boulevard Saint-Germain was cut along the left bank of the 
Seine to form a continuation of the former. In this way a 
complete circle was inscribed around the Citd; tlie Concorde 
and the Bastille were linked up both by the north and the 
south. As for the outer circle of boulevards, at some points it 
was even doubled - on the left bank the boulevard Arago, 
boulevard Saint-Marcel, and boulevard de Port-Royal ran 
closer in round the Montagne-Sainte-Genevi^vc, through 
which, moreover, was cut the rue Monge. On the right bank, 
the wide boulevards Magenta and Voltaire radiated from the 
Pia^e de la Republique; the canal Saint-Martin was even 
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covered in to create a supplementary strategical line, the 
boulevard Richard-Lenoir. 

Finally, large works were carried out in the west of Paris, all 
for the purpose of creating crossroads from which started 
great main streets all laid out symmetrically in relation to 
one another: 

(1) The Carrefour de la Madeleine. The boulevard Malcs- 
herbes was added to balance the boulevard dc la Madeleine. 
It led nowhere, and what is more it broke up the Parc Monceau 
into two parts; the west part disappeared. 

(2) The Carrefour de TOpera. The Opera was begun by 
Gamier in 1851. Before it opened the avenue de TOp^ra, 
begun only in 1 8 79. The rue du Quatre Septembre, towards 
the Bourse (Stock Exchange), was set symmetrically to the 
rue de la Paix, created under the First Empire. Behind is the 
boulevard Haussmann, completed only in 1925, and the rue 
La Fayette; they make a straight line about three miles long. 

(3) The Place de Tfitoile. This was already in existence as 
the meeting point of several avenues, and their number was 
increased to twelve. The irregularity of the various segments 
was skilfully masked. Hittorff established a pattern for the 
fa9ades of the houses bordering on it. The neighbourhood, 
until then almost deserted, quickly filled up. The avenue des 
Champs-filysees began to acquire all its present life and 
popularity. 

(4) The Place du Trocadero (then called Place du Roi-dc- 
Rome). The Butte dc Chaillot was flattened out. The avenue 
de TEmpereur (the present avenue Wilson) was opened up 
towards the Place de TAlma; the avenue Kleber linked it with 
the Place de Tfitoile. 

The principles behind the work. In the controversy, often very 
heated, which arose over Haussmann, the great administrator 
generally figured as the supporter of practical town-planning 
and defender of easy movement of traffic; his adversaries 
represented theoretical and purely aesthetic planning. This is 
quite a false viewpoint. Haussmann concerned himself very 
little with movement, at least that of carriages and pedestrians. 
His work, as we shall see, was in this respect rather unfortu- 
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nate and his aims lay in quite another direction. He admits, 
in his Mimoircs (VoL 11 , p. 523) that he was not interested in 
the problem of circulation. ‘The Emperor,’ he writes, ‘re- 
proached me for sacrificing too much for the sake of straighten- 
ing out the streets and searching overmuch for vistas to justify 
the direction of the public thoroughfares. In London, he 
used to say, they arc concerned only with satisfying the needs 
of traffic movement as adequately as possible. My invariable 
reply was, “Sire, the people of Paris are not Englishmen.” ’ 
So, while Napoleon put the question of circulation to the fore, 
Haussmann admits that he disagreed with him. 

The ideas behind Haussmann’s policy have already been 
stated : the classical aesthetic of straight line and vista, plus a 
certain practical idea unrelated to circulation but concerned 
with police strategy, rendering barricades, popular insurrec- 
tion, and street warfare impossible. 

There are many proofs of this. First of all come the declara- 
tions of Haussmann himself. This is how he defined the 
lengthening of the rue de Rivoli - Tn this way was assured 
the complete opening-up of the great artery which not only 
links up the Louvre with the H6tel-de-Ville, but the Place 
de la Concorde with that of the Bastille, the barrier of the 
fitoile with that of the Tronc, by means of a direct, spacious, 
monumental, and more strategic communication’. [MimoireSy 
Vol. lil, p. 21). The last term of this ascending catalogue is 
the most important one. A closer look at Haussmann’s plans 
will serve to illustrate this. Why this profusion of streets 
around the Montagne-Sainte-Genevi^ve, if not to surround 
the student quarter, considered hostile to the imperial regime ? 
Why were the boulevards Magenta and Richard-Lcnoir built 
if not to allow the troops installed in the great barracks which 
Haussmann had built in the Place du Chateau-d’Eau (present 
Place de la Republique) to bar the way against rioters who 
might sweep down from Belleville or out of the Faubourg 
Saint 'Antoine ? 

The observance of classical aesthetics is no less easily 
demonstrated. The discussions with Napoleon have been 
reported. One of Haussmann’s proudest achievements was the 
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Straight three-mile stretch of the rue La Fayette. Here again, 
Cartesian aesthetics join hands with strategy. In straight wide 
streets cavalry charges arc possible; regular troops can use 
their long-range arms and face the insurgents in file. The 
search for symmetry is evident in the crossroads of western 
Paris. This design appears in the Place de I’lltoile, the Place 
and Avenue de TOpera. Finally, Haussmann would have liked 
to have given monumental vistas to all his great streets. Un- 
fortunately his taste was mediocre and intention is not enough 
to create a work of art, though it is undeniable that he desired 
to do so. For this reason the Tribunal de Commerce was given 
a dome to provide the boulevard Sebastopol with a vista. 

Should we add to these considerations, as is sometimes done, 
those cf hygiene and fresh air? Haussmann’s treatment of the 
Parc Monceau and the Luxembourg gardens (preserved with 
difficulty by a violent reaction of public opinion and the 
resistance of the Emperor) prove that be did not look upon 
cither as indispensable. 

Judgement on the work of Haussmann, Haussmann "s work 
aroused violent criticism even in his lifetime, leading to his 
dismissal in 1870, and still does so to-day. It has also had 
passionate defenders. Which side shall we take? 

The financial arguments, although they were the principal 
matter of attack by the opposition under the Second Empire, 
may here be left aside. The costs were heavy but not un- 
endurable and many of the works were remunerative. Two 
criticisms remain, artistic and social. 

Artistic criticism has been expressed in the phrase, ‘Hauss- 
mann’s vandalism’. The roads cut during the Second Empire 
caused the disappearance of many historical monuments, 
churches, private houses, etc. Notre-Dame was irremediably 
spoilt by the treatment of the space before it. The balance-sheet 
of these destructions has been drawn up on several occasions - 
at the time they occurred, by de Lastcyrie Travaux de 
PartX Paris, 1861), and latterly by G. Pillement (Destruction de 
Paris ^ 1 941)' The accusations are overwhelming. However, 
we must allow that if all these demolitions were inevitable to 
improve a situation which had become impossible, we should 
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have no right to blame Haussmann for them. The living have 
more rights than the dead. But most of them could have been 
avoided by a slight bending of the straight line and above all, 
as in London, by the frank adoption of the curve; in any case, 
they in no way remedied the ill they pretended to cure. 

A perhaps even more serious criticism was that the changes 
heightened the distinction between social classes and increased 
the distance between rich and poor. The creation of a luxury 
city on the west of Paris has had disastrous results. Until that 
time the great industrialists lived in the Marais, the Faubourg 
Saint-Antoine, not far from their workers, sometimes under 
the same roof. ‘Everybody knew everybody else, from the 
first floor to the sixth,’ wrote Nestor Roqueplan. ‘When a 
workman’s wife fell sick, the lady from the first floor went up 
to care for her. The master reaped the benefit of this in times 
of revolution. The husband of the woman who had been 
looked after stood as guarantee for the bourgeois before the 
rabble who had risen to pillage and mishandle the odious pro- 
perty-owner.’ Louis La2are, in his studies on Lej Quartiers 
pauvres de PanSy had pointed out the danger of large-scale 
demolitions; according to him, they would surely bring about 
disorder. In fact, if Uaussmann had hoped to put an end to 
revolts, the insurrection of the Commune in 1871 must have 
shown him that he had had very little success. His work did 
not prevent it; and a strict analysis of the causes of the Com- 
mune would show that it was in some measure responsible. 

At least, say Ilaussmann’s defenders, Paris owes to him 
the best of its main traffic arteries. Thanks to him the tide of 
traffic can flow' well enough, and would do so even better if 
Haussmann had planned on a still large scale. The answer to 
this must be that it was not due to him that improvement 
came about, but quite apart from his influence. His strategical 
preoccupations had an effect that he did not seek to ubuin and 
the roads made for soldiers have been used for traflic, but the 
relief was only temporary, and the greater traffic difficulties 
with which Paris is still faced may be attributed to Haussmann. 

His roads are something like academic exercises, fine de- 
signs on paper, nice straight lines, drawn in this way because 
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their authors found them pleasant to look at. And such is what 
many amateurs understand by town planning. But never - 
except for the strategic routes - was the question asked: arc 
they necessary ? Actually, many of them are not. The boule- 
vard Malesherbes does not lead anywhere; its only justifica- 
tion is to act as counterpart to the boulevard dc la Madeleine. 
Others link up buildings which have little or no need to com- 
municate with each other - the rue du Quatre-Septembre, in 
the beginning, ran simply from the Opdra to the Bourse. 
Why, people asked at the time, should a building which is 
used only by day be linked to another which is used only at 
night? On the contrary, others to which a wide and easy 
approach was indispensable were completely overlooked. This 
was the case wdth the railw^ay stations. One station only, 
the Gare de TEst, was adequately treated by the Second Em- 
pire, and that before the arrival of Haussmann; but nothing 
was done for the Gare Saint-La^are, whose position is to-day 
one of the dangers of Paris. Nothing was done, when every- 
thing was easy to do. The approach to the Gare Montparnasse 
througli the rue de Rennes was so badly planned that the 
latter, although it could easily have been made otherwise, comes 
up against a historical monument of the first order, the church 
of Saint-Germain-des-Pres, and its continuation beyond this 
point now raises the most thorny problems. 

The real difficulty in Paris was - and still is - the bad lay-out 
of the generating centres of traffic; for example, the industries 
in the very heart of the city. Haussmann had no suspicion of this 
and greatly aggravated the difficulty.. The vacating of the rich 
apartments of the Marais by their occupants gave them over 
to a series of undertakings whose place is anywhere but the 
centre of a large city. The decadence of this fine neighbour- 
hood, as Alphonse Daudet sketched it in lEromont jeme et 
Eij/^r ainiy is greatly to be lamented. The worst mistake was 
the strengtliening of the position of the Halles Centrales, 
which Boffrand in 1755 had suggested should be removed, 
and which have so disastrously increased the difficulties of 
traffic movement in the heart of Paris. The two terms of the 
problem were these: Where should the vital centres be placed ? 
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How should communication between them be assured? 
Haussmann was a bad doctor because he did not recognize and 
did not even look for the causes of the illness. And moreover, 
except for the ‘west end’, which, in any case, was part of the 
city, he did not even attempt to establish a plan for the 
extension of Paris. 



CHAPTER FOUR 


GARDEN PLANNING 


T HE garden has long been the necessary complement of the 
house. When private gardens became rarer, public gardens 
took on a greater importance in the town. Therefore the 
study of garden planning is often linked up with that of archi- 
tecture. However, the two arts differ in many ways ; no harsh 
sentence like the collapse of a building lies in wait for the 
badly planned garden. But they do offer certain similarities. 

The first uses materials provided by the mineral, the 
second those of the vegetable world. The understanding of 
flowers and trees is as indispensable to the gardener as is that 
of the nature of rocks or the composition of concrete to the 
architect. 

Both gardeners and architects are at once designers, paint- 
ers, and sculptors. Garden planning can be reduced to design, 
to a mere elaboration of horizontal lines ; a garden can please 
on paper merely by the outline of its flower-beds and the dis- 
position of its alleys, even though the former be no more than 
green turf edged with plain boxwood borders. It can become 
a combination of colours if, no longer content with harmoni- 
ous or regular pattern, it draws on the rich palette of flower- 
ing plants, seeking to rival an Orienul carpet. Finally, the gar- 
dener becomes architect and sculptor when he uses trees. On 
the one hand he has to study the relation of their volumes ; on 
the other, he can cut them like simple stone, sculpt them like 
a block of marble or terracotta, and give the most varied and 
strange forms to the yew. A garden in which trees dominate 
changes its name and becomes a park. 

Each of these three aspects of garden planning has been 
supreme in its turn. But the spirit in which these elements 
have been treated, sometimes subordinating them to human 
reason, at others making man submit to nature, has also 
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changed, bringing wifh it another source of variety and an- 
other principle of chronological division. These are the two 
essential factors in garden planning: the material structure and, 
if it may be so called, the moral structure. Historians speciali2- 
ing in this subject have generally given much less attention to 
them than to complementary ornament, the statues, vases, 
fountains, which in reality are to garden planning only what 
furniture is to architecture. 

5 THE MIDDLE AGES 

Garden planning in the Middle Ages is known to us from 
ancient texts and a few miniatures in illuminated manuscripts. 
The four essential parts listed in treatises on gardening are 
‘the orchard, the kitchen garden, the flower or “bouquet'* gar- 
den, and the medicinal herb garden*. This list gives more im- 
portance to utility than to pleasure. This does not prove, how- 
ever, that there was a fundamental difference between these 
and later centuries, since in modern times we do not disdain 
fruit and vegetables either, and there was a kitchen garden 
even at Versailles. But the meaning of the terms has changed 
somewhat, nr rather a hierarchy has been introduced. Just as 
architecture is an art only on condition that it goes beyond 
mere construction, so the art of gardening is concerned only 
with the pleasure garden, leaving the others to horticulture or 
pharmacy. 

Going back to the principles of classification mentioned 
above, we can say that the pleasure garden in medieval France 
was a design, and a severely pruned design, in which man 
imposed his will mercilessly on nature. There were no trees, 
only green turf and flowers; but the latter, which hardly var- 
ied, do not seem to have been the essential element. It was a 
garden, not a park, and treated on the strictest geometrical 
lines. In this respect, it already had the spirit of the garden 
la fran9aise* and of the ‘Grand Siecle*. But this geometry was 
much more monotonous, in that it was not an ordered 
composition. The garden was a collection of small squares, 
separated by identical alleys. There was no subordination to a 
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centre or axis. It had a rectangular design analogous to that of 
some of the new towns of the late Middle Ages. All round the 
outside was a wider alley, covered by a tunnel-shaped arbour. 
This is the kind we find, for example, in the IJvre des chants 
rqyaux (Biblioth^que Nationale). In the miniature of the Trh 
riches heures du due de Berrj reproducing the Palais de la Citd in 
Paris (June in the Calendar) we also find arbours of vines or 
roses rising over the walls like a frame. 

Literature acquaints us with another element, the terraces 
or high meadows, small stretches of turf overlooking a 
broader horizon, which implies that medieval gardeners knew 
how to create and use difierenccs of level in garden sites. But 
it was rare for the ornamentation of these gardens to consist 
only of plants. The Middle Ages, like the Romans, introduced 
birds and animals and also architectural and sculptural orna- 
ment. The simplest form of this was a fountain at the inter- 
section of two alleys. The descriptions of royal gardens at the 
end of the Middle Ages, notably those of Charles V at the 
Hotel Saint-Paul, tell us of menageries and aviaries ; there was 
a ‘lion-house’, which is still recalled by the name of the rue 
dcs Lions-Saint-Paul, made into a road when the site was 
developed for building in the sixteenth century. 

5 THE SIXTEENTH CENTURY 

It is probable, however, that with the exception of the kings 
and a few great nobles, people in France preferred the useful 
to the pleasant. Towns and castles hemmed in by walls left 
little space for fantasy. In the thirteenth century the Italian 
Brunetto Latini wrote, ‘The French have large houses, with 
good paintings and good rooms ... they are skilled in making 
green terraces, vegetable gardens, and apple orchards.’ While 
praising the French way of life, he considers it to be directed 
mainly towards the practical. This is why Italy and her gardens 
set out purely for pleasure appeared to the French nobles of 
Charles VIII and Louis XII as a new world, an unknown 
delight. A society such as they had never imagined, better 
dressed, exquisitely scented, lived happily under a glorious 
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sky in beautiful gardens. Though he could not take the sky, 
Charles VIII at least brought back with him tailors, perfume- 
makers, and gardeners. One of the most important per- 
sonalities mentioned in the wages list of 1496 and one 
whose services were employed in France until his death, 
was the designer of gardens ‘dom Passolo’, Pacello da 
Mercogliano. 

The words ‘Italian gardens’ evoke the luxuriant paradises of 
the Roman campagna, the Villa d’Este with its leafy alleys and 
its thousand fountains, or Florence and the Boboli gardens. 
But we must be careful over dates. Here, as in architecture, 
there was a break between the two halves of the century. The 
Italian gardens of the end of the fifteenth century were still 
formal and geometrical, very near to the Middle Ages. Those 
we have just mentioned are Baroque creations and were to 
come later. Tasso spoke of the ‘happy disorder which reigns 
there, so that, to see these places, one would believe that 
nature alone was responsible’. This is indeed one of the fea- 
tures of the Baroque. Another is the search after surprise, the 
desire to astonish, which asserts itself at every step; and a third 
is the complexity of elements in which all the senses can find 
delight. 

At the beginning of the sixteenth century there was still a 
long way to go. The gardens of Mercogliano at Amboise, 
Blois, or Gaillon, as Du Ccrccau shows them to us in his Les 
plus excelknts bdtiments de France^ closely resemble those of the 
hwres des chants royaux\ they are simply squares subdivided 
into smaller squares, but planned v/ithout any directing axis - 
a juxtaposition of elements, not a composition; geometrical, 
but not geometry. Where then lay the innovations and the 
contributions of foreigners ? In the first place, these gardens 
were much larger. They have as great a claim to our attention 
as the house itself; those at Blois cover an area five or six times 
that of the palace. We may also suppose - but suppose only, 
since Du Ccrccau has left us engravings, not miniatures - that 
they owed mote to colour, that the flowers were more abun- 
dant and more varied, that the designer became more and more 
of a painter. Later came the complements, the fantasies of the 
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Italian garden - grottoes, such as those of Bernard Palissy at 
ficouen or the Tuileries, and then fountains. 

In the plan itself two notable changes appeared at the end 
of the century. The first was the application of embroidery 
patterns {parterres de hroderie) to flower-beds. Larger areas were 
substituted for the small squares, and the bed acquired unity. 
At the same time the increased importance of colour was con- 
firmed, for they are described as being ‘in the fashion of a 
Turkish carpet'. This invention is often attributed to Claude 
Mollet; but according to Mollct himself the honour is due to 
the architect Duperac, who was commissioned in 1582 to 
transform the gardens at Anet, where Mollet was then work- 
ing. He traced out a fine garden ‘forming one single compart- 
ment divided up by wide alleys’. 

The second change was in the composition, now conceived 
as a whole and with a symmetrical axis. As early as the begin- 
ning of the sixteenth century Biamantc had given axial sym- 
metry to the Belvedere gardens in the Vatican. Before him, 
in Italy as in France, gardens could be looked at or crossed in- 
differently in any direction ; there was neither top nor bottom, 
right nor left. Such a directing line, the key to the plan, exists 
in the Belvedere. The invention of embroidery-patterned 
flower-beds and the substitution of the single great square for 
a multiplicity of small ones provided the necessary lay-out for 
it. In the fine project of Charleval for Charles IX (c. 1575) the 
whole garden was planned in relation to an axis and - even 
more important - this axis was the same as that of the house. 
Garden and house were bound together. The same principle 
of composition was applied to Saint-Germain-en-Laye, where 
also the site forced Salomon de Caux to design a terraced 
arrangement, for which the Villa d'Este furnished the proto- 
type. 

5 THE CLASSICAL GARDEN 

From now on were present the essential elements of the classi- 
cal garden, termed la fran9aisc’. Le Notre was to use them 
with genius. He created proportions and vistas with a super- 
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iority which gained him the foremost place. The formula had 
already been found before his time, but this does nothing to 
diminish his renown. Tn a game of tennis the same ball is used, 
but one player places it better’; this remark of the classically- 
minded La Bruyere may well be applied to the classically- 
minded Le Notre. 

These gardens la frangaise’ were happily described by L. 
Corpechot as ‘gardens of intelligence’. There are laws of the 
mind, and according to these man must shape nature. The first 
of these laws is order: to give an intellectual significance, an 
organization to what are no more than scattered elements. A 
garden ‘4 la fran9aise’ is a lesson in order. At the time of 
Louis XIV it was also a lesson in grandeur. 

These fine garden designs call to mind the great contem- 
porary town-planning schemes. Le Notre designed the plan 
of the town at Versailles, symmetrical with that which he had 
just produced for the park: three avenues converged in front 
of the chateau on the one hand, three at the top of the grand 
canal on the other. In Paris, the same pattern is found: the 
Champs-filysees, prolonging the axis of the Tuileries, was to 
have been balanced by two symmetrical avenues. 

Among the forerunners of Le Notre we must name Boyccau 
and Andre Mollet. Boyceau de la Barauderie, supervisor of the 
royal gardens, wrote a Traiti du jardinage selon les raisons de la 
nature ot de Vart^ which was published only in 1638, after his 
death. ‘All things,’ he says, ‘however beautifully they may be 
chosen, will be defective if they arc not ordered and placed in 
proper symmetry.’ About 1620 he designed the great embroi- 
dery-patterned flower-beds of the Luxembourg; but numer- 
ous and charming souvenirs from Italy here counteracted 
French logic in its search for expression. Andre, son of Claude 
Mollet, after having been ‘first gardener to the king’, became, 
about 1650, ‘Master of the gardens of the most serene 
Queen of Sweden’. In 1651 he published at Stockholm his 
Jardin de plaisir^ the theory of which comes even nearer to Le 
Notre. Before die house, situated ‘in an advantageous site’, 
runs a great alley of elms and lime trees; near the house, the 
embroidery-patterned flower-beds ; further off, the stretches of 
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green turf, the trees and spinneys. Nor were the vistas of the 
alleys neglected, all of which were to end at some statue or 
fountain. Does not this already read like a description of 
Versailles ? 

Le Notre is supreme by the size of his compositions, vast 
schemes comparable to the most vast architectural schemes, 
and by his recognition of the importance of trees, which he 
treated in masses so as to obtain clear-cut volumes. With him 
the French garden conquered the third dimension. And finally 
he carried the day with his feeling for space - we are told that 
he could not bear limited views. A few anecdotes told by 
Saint-Simon give a clearer definition of his character. The 
historian says that he had no use for flower-beds because they 
lend themselves too much to virtuosity of pattern and play of 
colour, appealing to the senses rather than to the intelligence. 
We know also that in his opinion the garden ought to remain 
the province of the gardener; the attraction of the shrubberies 
ought to depend on the successful arrangement of trees, 
flowers, and water, not on the beauty of garden sculpture or 
applied architectural ornament. Louis XIV, taking him one 
day to the Colonnade shrubbery which Mansart had just 
installed, pressed him to give his opinion; he replied, ‘What 
would you have me say. Sire? You have made a gardener 
of a mason. He has served you according to his trade.’ 
And yet it is difficult for us, lacking the same professional 
preoccupations as Le Notre, not to admire Mansart’s suc- 
cess. 

The contrast between Le Notre’s art and Italian Baroque 
w^ould be still more evident if so many foreign elements had 
not slipped into his gardens, elements to which it has become 
the habit to attach as much, if not more, importance as to 
the general composition and structure. Wc have named Man- 
sart, but Le Brun must not be forgotten. But compare, for ex- 
ample, the treatment of water in France and Italy: in Italy cas- 
cades and the play of fountains were used to provide perpetual 
movement. Le Notre loved the tranquil splendour of great 
calm pools, for which the delightful expression ‘mirrors of 
water’ was invented. 
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Three names sum up the career of Le Notre: the Tuilcrics, 
Vaux-le-Vicomle, and Versailles. 

The comparison of the Tuileries, as redesigned by him, with 
its lay-out in the sixteenth century is striking. In 1579 
garden, as Du Cerceau recorded it, was chequered by a series of 
alleys parallel or at right angles and all of the same width; al- 
though all the squares were not equal, the general appearance 
was that of a chess-board, and each square was self-sufficient. 
One of the alleys did indeed end at the centre of the palace 
facade, but it was given no more importance than the others, 
and it certainly could not be said that the plan of the garden 
was subordinated to that of the building. Then came Lc 
Notre. The heart of the garden remained as a chess-board, but 
the central alley was very much widened, clearly stressing its 
supremacy and its role as an axis, the more so that it com- 
mands various groups of ornamental pools on which secon- 
dary alleys converge. From a collection of different elements 
an organic whole has been created. The importance given to 
pools should also be noticed. The trees, not yet treated in 
masses, formed only a border, for the old framework could 
not be destroyed (pi. 63a and b). 

At Vaux-le-Viromte. for Fouquet, Le Notre had a clear site 
before him. Here was scope for creation, and Vaux was the 
result of a single burst of planning (1654-61). We know that 
he had numerous collaborators - gardeners, florists, fountain- 
makers. His role was that of overseer, the master designer 
controlling the plan and organizing the distribution of space. 
In front of the house is a great open space filled by embroi- 
dery-patterned flower-beds and pools of water, here framed 
by two masses of trees. The trees had not been able to grow 
very high in the seven years before the opening ceremony of 
17 August, 1661. They were to some extent symbolized by 
shrubberies, but the division of light and shade was clearly 
marked. From either side of this light-filled axis, the two areas 
of shade answer each other like an echo. The vista terminates 
in a grotto. 

At Versailles die creative spirit was again at work, but in 
gradual, or rather successive, phases. The garden, or as wc 
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must call it here, the park, passed like the palace itself through 
several stages. Only the last need be spoken of here. In front 
of the buildings, on the same terrace on which tliey stand, arc 
ornamental ponds. On a lower level stretches the large vista of 
the Tapisvert^ a green carpet between two masses of foliage, 
two symmetrical and geometrical volumes. On the horizon, 
closing the perspective, is another stretch of water, the Bassin 
d’ Apollon. To this was added, as at Vaux, a rich decoration of 
vases and statues; but we have already said that for us this is 
not the essential. Le Notre was at least responsible for tlicir 
arrangement, and when we look closely it is surprising to 
see with what care everything was foreseen and calculated. 
The decorative detail may vary from the Tuileries to Vaux 
and Versailles, but the three compositions are certainly similar 
and born of the same spirit. 

5 THE ROMANTIC GARDEN 

The opposite of the French garden is the English garden. 
This contrast depends on the different reply which the two 
give to the fundamental question asked above - shall man or 
nature dominate ? 

But was the English garden, also known as the landscape 
garden, really invented in England? During Le Notre’s own 
lifetime a very odd character, Charles-Rene Dufresny, dramatic 
author and garden designer, had set himself up as such in 
a completely opposite sense to that of the creator of Versailles. 
‘He needed,’ says his biographer, ‘obstacles to overcome, and 
Tvhen nature did not provide him with any, he created them 
for himself; that is to say, of a clear site and a flat piece of 
land he made a hilly one, so as to create limited vistas by 
setting up mounds of earth. . . . Such were the gardens of 
Mignaux, near Poissy, and such also those which he laid out 
in the Faubourg Saint-Antoine.’ 

To leave, or rather to seem to leave nature free, means sub- 
stituting sinuous paths for straight alleys and, of course, re- 
nouncing the symmetrical axis ; it means giving up the treat- 
ment of trees in masses, still less in geometrical masses. 
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ceasing to arrange shade in systematic contrast with light, 
letting the two interpenetrate and the trees stand isolated or 
form irregular groups on green turf; preferring lawns to 
flower-beds; giving up the horkontal terrace; accepting as a 
setting for the garden a site as irregular as possible; if neces- 
sary, creating such irregularities. But to leave nature free does 
not mean to exclude architectural ornament. We find it in the 
English garden as in the French, and sometimes it is the same 
in each, which proves well enough its secondary character. 
So Greek temples sprang up in the most rambling gardens, 
such as the Temple de TAmour at the Petit Trianon or the 
Naumachie in the Parc Monceau. But rustic houses, Chinese 
pagodas, and Gothic ruins are also to be seen. 

France has produced such magnificent examples of these 
English gardens that it would be better to give them a more 
general name, more characteristic of a spirit than a period - 
that of ‘romantic gardens’, for example, if we admit that 
Romanticism, like Classicism, is eternal. 

We find them as early as the eighteenth century at Bagatelle, 
and above all at Versailles itself, where the park of the Petit 
Trianon contrasts with that of the main palace. The paths wind 
over green laT;^ms through which runs a stream. The trees re- 
gain their individuality: we can photograph or draw a tree in 
the Petit Trianon, but in the Descentc de Latone we see only 
the foliage as a whole. Ornament is provided by the Temple 
de r Amour and the charming little bouses of the Queen’s 
Hamlet, designed by Mique, each surrounded by a small 
garden enclosed by an open wooden paling (pi. 64a). At Betz, 
Hubert Robert provided a decor for the Princess of Monaco 
~ Chinese bridge, Druid temple, feudal tower, that is to say as 
crumbled and ruined as could be desired, even an in- 
scription in Old French, and a valley of tombs dedicated to 
the memory of the knights of the Holy Land. 

In the nineteenth century the taste for the romantic garden 
became firmly established, particularly during the Second 
Empire, in the great parks created on tlic personal initiative of 
Napoleon III. We can hardly quote the name of Haussmann 
in connexion with them, since he was, as we have seen, a slave 
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to geometry. On the contrary, they represent the personal 
taste of the Emperor, formed by a long exile in London. 
Among the most famous are the Bois de Boulogne and the 
Bois de Vincennes, the Parc de Montsouris, and above all the 
Buttes-Chaumont, where the cliffs, which the engravings of 
the period were at great pains to render impressive, seemed 
provided for the apprenticesliip of some budding Tartarin 
(pi. 64b). 

Here again the influence of the garden decor on that of the 
town may be noticed, though the impact was considerably 
delayed. It is found in the garden cities which flourished at the 
beginning of the twentieth century; Foyer Remois, near 
Reims, the garden cities of the Paris suburbs, and the resi* 
dential quarters of the new European towns of Morocco. 



The Principal Hotels of the Classical Period 
in Paris 

CLASSIFIED BY ARRONDISSEMENT AND STREET* 


(a) Right bank of the Seine {from west to east) 

5 VIII ARRONDISSEMENT 

Rue du Faubourg-Saint-Honore: 

31. Hotel de Blouin (H. Pillet-WUl) 

39. Hotel de Charost (British Embassy) 

51. Hotel d’fivreux (filys^e Palace) 

85. Hotel de La Vaupalierc 

96. Hotel Le Camus de Maiziircs (Ministry of the Interior) 

5 I-II ARRONDISSEMENTS 

Place Venddme 
The whole. 

R//e des Petits-Champs: 

8. Hotel du President Tubeuf (Bibliothcque nationalc) 

45. Hotel deLulli 
Rue Colbert: 

1 2. Hotel de Nevers 
Rue ha Vrillihe: 

I and 3, Hotel de La Vriiliere (Bank of France) 

Place du Palais-Royal: 

Palais Cardinal (Palais-Royal; 

Rue de Richelieu: 

2T. Hotel Dodun 

? IX-X ARRONDISSEMENTS 

Rue de la Rochefoucauld: 

66. Hotel Rousseau 
Rue des Peiites ^curies: 

44. Hotel Botterel-Quintin 

*For a list of the successive owners of each building, sec Rochegude ct 
Dumolin» Guide pratique d tropers le vieux Paris (New edition, 1923), and 
Jacques Hillairet, Brocation du Vieux Paris (5 vols., 1952-4), 
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Rue de la Tour-des~Dames: 

I. Hotel de Mile Mars 

3. Hotel de Mile Duchesnois 

9. Hotel de Talma 
Rue de Trivise: 

32. Hotel de Bony 
Rue du Faubourg Poissonnihre: 

30. Hotel Chcrct 
Rue d*Hauteville: 

44. Hotel Bourriennc 
Rue Pierre-Bulled: 

6. Hotel Gouthiere 

1 in-IV ARRONDISSBMHNTS 

Rue Michel-le-Comte: 

28. Hotel d’Hallwyl 
Rue du Temple: 

57. Hotel Titon 
71. Hoteld’Avaux 
79. Hotel de Montmor 
Rue des Archives: 

78. Hotel Amcloc de Chaillou 
Rue des Francs-Bourgeois. 

60. Hotel de Soubise (Archives de France) 
Rue V'ieille-du-TempU: 

47. Hotel de Hollande 
87. Hotel de Rohan (Archives de France) 
Rjse Fraufois-Miron: 

68. Hotel de Beauvais 
89. Hotel du Pr<isidcnt Hdnault 
Rue Geoffroy-T Asnier: 

26. Hotel de Chalons-Luxembourg 
de Jouy: 

7. Hotel d’Aumont 
Rue Saint- Antoine: 

21. Hotel de Mayenne 
62. Hotel de Sully 
Rue Pavie: 

24. Hotel de Lamoignon 
Rue de Sivigni: 

23. Hotel Carna valet (Musee Carnavalct) 
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29. Hotel Lepellcticf dc Saint-Fargcau (Bibliothique His- 
tofique dc la Ville dc Paris) 

Rue de Thorigny: 

5. Hotel Said 
Rue de Turenne: 

23. Hotel Colbert de Villacerf 
P/ace des Vosges: 

The whole. 

Rue des Tournelles: 

28. Hotel Mansart de Sagonne 
Quai des Celestins: 

2. Hotel de Fieubet 
Rue de Sully: 

3. Arsenal (Bibliotheque de 1 ’ Arsenal) 


(b) he Saint-I^uis 

Quai de Bourbon: 

13 and 15. Hotel Lc Charron 
21, Hotel de Jassaud 
29. Hotel de Boisgelin 
Quai d^ Anjou: 

I. Hotel de Lambert 
17. Hotel de Lauzun 
Quai de Bithune: 

16 and 18. Hotel d’Astry 
20. Hotel Lefebvre dc la Malmaison 
Rue Saint-Louis-en-Pfle: 

51. Hotel Chen izot 


(c) Lefi hank of the Seine {from east to west) 

5 V ARRONDISSEMENT 

Rue du Cardmal-l..emoine: 

49. Hotel of the painter Lc Brun 

5 VI ARRONDISSEMENT 
Boulevard Saint-Micbel: 

60 bis* Hotel de Vendome (Ecole des Mines) 
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Rue de Vaugirard: 

17. Palais du Luxembourg 
Rue de Tournon: 

6. Hotel de Brancas 

10. Hotel de Concini (Barracks) 

Rue Garanciere: 

8. Hotel de Rieux 
Rue de VAbbaye: 

3. Abbatial palace of Saint-Germain-dcs-Prds 
Rue des Saints-Peres: 

28. Hotel de Fleury (ficolc des ponts et chaussdes) 

56. Hotel de La Meiileraie 
Quai MalaquaU: 

5* Hotel de Garsaulan 

9. Hotel de Hillerin 

17. Hotel de La Baxini^rc (ficole dcs Beaux-arts) 
Rue Visconti: 

21. Hotel de Rannes 
Boulevard Montparnasse: 

25. Hotel de Vendome 


5 VII ARRONDISSEMENT 

Ruede Varenne: 

45. Hotel Jan vty 

47. Hotel de Boisgelin (Italian Embassy) 

57. Hotel de Matignon (Presidency of the Council of Ministers) 
73. Hotel de Mme Juillet 

77. H6tel Biron (or de Moras) (Musdc Rodin) 

78. Hotel de Mile Desmars (Ministry of Agriculture) 

Rue de Crenelle 

15, Hotel de Bdrulle 
75, H6tel de Furstenberg 

79. Hotel d*Estrde (Russian Embassy) 

87. Hotel Piris de Marmontel 

101. Hotel Rothelin (Ministry of Commerce) 

1 10. Hotel de Rochechouart (Ministry of Education) 

1 16. Hotel Le Coigneux (Maine of the Vllth arrondissement) 

1 27. H6tcl dn Chdtelet (Ministry of Labour) 

138, H6tcl de Noirmoutiers 

142. Petit H6tcl dc Chanac (Swiss Legation) 
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Rue Saint-Dominique: 

I . Hotel Amelot de Gournay 
14-16. Hotel de MaiJly et de Brienne (Ministry of War) 

28. Hotel d’ Auvergne (Maison de la Chimie) 

57. Hotel de Monaco (Polish Embassy) 

Boulevard Saint-Germain: 

246. Hotel de Roquelaure (Ministry of Public Works) 

Rue de rUniversi/e': 

24, f lotel de la Monnoye 
51. Hotel du President Duret 
126. Hotel de Bourbon (Chambre dcs Deputes) 

128. Hotel de Lassay (Prcsidence de la Chambre des Ddput&) 
Rue de l^ilh: 

64. Hotel de Salm (Legion d’honneur) 

78. Hotel de Boffrand (German 1 embassy) 

Rue Saint-Gtiillaume: 

14. Hotel de Mortemart 

27. Hotel de Mesme (Ecole des sciences politiques) 

Rue du Bac: 

46. Hotel de Roye 
IT 8. Hotel de Clermont- Tonnerre 
Riie Bertrand: 

1 1 . Hotel Alasserano 
Rue Monsieur: 

12. Hotel de Mile dc Bourbon-Condd 



Biographical Notes on the 
Principal Architects Mentioned in the Text 


ALPHAND, JEAN-CHARLES, Engineer. Worked with Haussmann. 
Designed gardens, parks, and public walks in Paris during 
the Second Empire. Cf. Alphand, Promenades de Parts, 1S67. 

ANTOINE, j ACQOES-DENis. Paris, 1733-1801. Member of the 
Academy, 1773. Some important work in Paris. Apart from 
some private houses (Hotel dc Malllebois, Hotel de Jaucourt, 
Hotel de Fleury), he built the Hotel des Monnaics (177 1-5), 
rebuilt the Palais de Justice after the file of 1776, and built the 
portico of the Hopital de la Charitd. His fame was such that he 
was called to Switzerland (Hotel des Monnaics, Berne) and to 
Spain. 

A ij B E R T , j E A N . ?- 1 74 1 . Member of the Academy, 1720. Archi- 
tect to the Prince de Cond6; worked in this capacity at ChantiU.y 
(Stables, 1720-35) and at the Palais-Bourbon. Other impor- 
tant works are the Hotel Peyrenc de Moras or Hotel Biron in 
Paris, the rebuilding of the abbey of Chaalis. 

BACHELiER, NICOLAS. Architect and sculptor from Toulouse, 
born towards the beginning of the sixteenth century, died in 
1356. Although documented as a ‘master mason', he seems to 
have worked mainly as a figure sculptor. In the buildings where 
he worked he seems to have been entrusted with the decora- 
tion (doors, windows, chimneys, rood-screens, altar-pieces, 
etc.). He certainly worked on some of the main houses of 
Toulouse: Hotel de Bagis (Hotel de Pierre, 1558), Hotel Buet 
(1540), Chateau de Saint-Jory (1345), Hotel d’Assdzat (1335), 
probably the Hotel du Vieux-Raisin (Hotel B^ringuier- 
Maynicr). He was also responsible for the gateway of the Capi- 
tole (1546, now in the Botanical Gardens), and the entrance to 
the College de I’Esquile (1333). See also H- Graillot, Nicolas 
Bacbelier, imagier et ma^on de Toulouse^ Toulouse, 1914. 

BALLU, THEODORE. 1817-83. Built the church of Sainte-Clotilde 
together with Gau, and the church of the Trinitd in Paris. 

BALTARD, VICTOR. 1805-74. Worked with Haussmann who en- 
trusted him with the rebuilding of the Central Markets 
(Hailed) and the church of Saint-Augustin. 
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BARR^y NICOLAS. ?-?. In Pafis, circa 1770, he built thelSjf^ 
Grimod de La Reyni^re, decorated by Cl^risscau and oni^v^ 
the first manifestations of French neo-classicism. From # 77 ^ 
to 1 779 he advised on the plans for the Place Royale in Brussek* 

BAUDOT, ANATOLE DE. 1834-1915. A follower of Viollet-le-Duc 
One of the first arehitects to favour the use of reinforced con^ 
Crete. Built the church of Saint- Jean in Montmartre. Set forth 
his ideas in U Architecture^ le pas si ^ le prisent^ 1916. 

B]feLANGER, FRANCOIS- JOSEPH. Paris, 1745-1818. Architect 
and designer. One of the most open and inventive minds 
of his age. First architect to the Comte d’Artois for whom he 
built Bagatelle (1779) and redecorated the Chateau de Maisons. 
Under Louis XVI, he was responsible for many private 
houses in the region of the Chauss^e d*Antin, in Paris. With his 
brother-in-law Dugourc, he was, from then onwards, one of 
the creators of the Empire style, full of reminiscences of the 
antique. This did not stop him from being one of the first up- 
holders of the use of iron (Halle aux B 16 s, 1802). During the 
Empire he was entrusted with the erection of slaughter-houses, 
a job he carried out very well. See also Stern, F.-J, Bi/an^er, 
Paris, 1932. 

BiART, COLIN. Bom at Amboise, 1460, died probably after 1520. 
Took part in the greatest buildings of his time: the chateaux 
of Amboise, Gaillon, Verger, the bridge of Notre-Dame in 
Paris. He acted as consultant at Bourges and Rouen, and seems 
to have been one of the most important personalities in French 
architecture of the early Renaissance. Sec also P. Lesueur, 
‘Colin Biart, architecte et ma^on de la Renaissance^ Gav^ette 
des Beaux-arts, 1929, tome II, pp. 210-31. 

RLONDEL, j ACQUES-FRAN^ors. Architect and decorator. The 
main representative of an eighteenth-century family of archi- 
tects, born probably in Rouen, 1705, and died 1774. He opened 
a school of architecture in Pans, 1739. Professor at the Aca- 
demy, 1756. Known principally as a theorist, through two 
important works: U Architecture fran^aise (1752-6) and the 
Cours d* Architecture (1771-7), completed by Patte. He did some 
practical work at Strasbourg (town planning, town hall, 
theatre) at Cambrai (Archbishop’s Palace), and at Metz (Place 
d’Armes). 

BLONDEL, NICOLAS-FRAN50JS. Engineer and architect, bom 
at Ribemont (Aisne) in 1618, died 1686. Made his career in the 
anny and navy, drew up many town plans (La Martinique, 
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Rochefort) and plans of fortifications. Professor of Mathc- 
tnatics at the College de France. Academician and professor, 
1671. Author of numerous theoretical works, the most impor- 
tant of which is the Cours Architecture enseigne a rAcad^mie 
royale (1675, 1683, 1698). Supervisor of building in the city of 
Paris; built the Porte Saint-Denis (1672). Cf. Mauclaire and 
Vigouroux, Nicolas-Fran^is hlondel^ Laon, 1938. ^ 

BOFFRAND, GAB RIEL-GERM AIN. Bom in Nantcs 1667, died in 
Paris 1754. Architect aiid engineer. Member of the Academy, 
1709. Inspector General of Highways and Bridges, 1732. Con- 
siderable work in Paris and in Lorraine, partly known through 
his compilation; l^e Uvre d"* Architecture^ 1745* In Paris he was 
responsible for the Hotel Amclot de Gournay (1712, i rue 
Saint-Dotninique), his own house (1713, 80 rue de Lille), the 
decoration of the Arsenal for the Duchesse duMainc (1718-28), 
the enlargement and decoration of the Hotel de Soubisc 
(1735-40), the decoration of the Petit-Luxembourg, etc. In 
Lorraine, he took over from Jules Hardouiii-Mansart as archi- 
tect to Leopold of Bavaria. He built the cathedral of Nancy, 
the church of Saint Jacques at Lun^villc, the Hotel de Craon, 
the colonnade of the Palais du Gouvernement at Nancy, the 
chateaux at Jun<5ville and Harou6, the Chateau de la Malgrange 
(unfinished). Considerable reputation abroad; worked for the 
Elector of Bavaria (pavilion of Bouchefort near Brussels, plan 
for the archiepiscopal palace at Wurzburg) and for the Elector 
of Mainz (plan for La Favorite near Mainz). 

BOULLiiE, ]&TiENNE-Louis. Paris, 1728-99. Member of the Aca- 
demy, 1762. In Paris, he built or remodelled several houses on 
the eve of the Revolution, especially the Hotel de Brunoy. 
Later, he gave himself up to meditating gigantic projects, 
which naturally remained on paper. He held the title of archi- 
tect in chief to the King of Prussia. See also H. Lemonnier, La 
Migalomanie dans I' Architecture a la fin du i^ieme siule {Architec- 
ture^ 1908); H. Rosenau, BoulUe^s Treatise on Architecture^ Lon- 
don, 1953. 

BRONGNIART, ALEX ANDRE-THJ^ODORE. Paris, 1739-1813. 

Member of the Academy, 1781. He directed, under Gabriel, the 
work at the ficole Militaire. He later became one of the strong- 
est supporters of a return to antiquity, which was the source 
of his inspiration in the Capuchin friary in the Chaussde d’Antin 
in 1783. His style is less severe in a few charming houses (Hotel 
Masserano ; Hotel de Cond<^, rue Monsieur). Under the Empire, 
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he was entrusted with the building of the Bourse (1808). Sec 
also J. Siivestre de Sacy, Alexandre-T biodor e hrongniart^ Paris^ 
1940. 

BRUANT or BRUAND, LIBERAL. Paris, circa 1635-97. Architect 
to the king, 1603. Member of the Academy, 1671. Provided 
the overall plan for the Salpetri6re. His fame rests on the plans 
^ for the Invalides, where he was in charge at the start of the 
building. 

BULLANT, JEAN. c. 1510-78. Camc from a family of master- 
masons; had travelled in Italy. Early in his career was in the 
service of the Montmorencys, for whom he worked at ficouen 
and who recommended him to Henri II. Surveyor of the King’s 
Works, 1557. Fell into disgrace on the death of Henri II, and 
gave himself up to theoretical writings. In 1564, he published 
La K.egle ginirale d* Architecture^ itude des cinq ordres de colonnes, a 
work which met with great success and was reissued in 1568 
and 1619. Catherine de’ Medici restored him to favour in 1570 
and he regained his title of Surveyor. Worked for the queen at 
the Tuilcrics, Saint-Maur, the Hotel de Soissons in Paris, of 
which there remains the column in the Halle aux Bl6s. 

BULLLT, PIERRE. Pads, 1639-1716. Member of the Academy, 
1685. Responsible in Pans for the Noviciate of the Jesuits (St 
Thomas d’Aquin) and for numerous houses. Architect to the 
City of Paris, he built the Porte Saint-Martin (1674). As theor- 
ist, he published L' Architecture pratique ^ 1691. 

BOYCEAU, JACQUES. Gardener. Designed the flower-beds of the 
Luxembourg. Wrote a Traiti de jardinage selon la raison de la 
nature et de Part, which was published only after his death, in 
1638. 

CAUx, SALOMON DE. Bom c, 1576 in the neighbourhood of 
Dieppe, died c. 1636. Engineer and architect. Worked a long 
time in Germany, especially at Heidelberg. 

CEiNiRAY, JFAN-BAPTISTE. 1722-18H. Architect and town 
planner. Responsible for the plans of several squares and the 
principal quais at Nantes. 

cell^rier, JACQUES. Dijon, 1742-1814. Built several theatres 
in Pans, especially the Ambigu (1770), the Vari^t<^s (1807), and 
the theatre at Dijon, fnislicd after his death. 

CHALGRiN, jr an-franqois. I739~i8ii. Member of the Aca- 
demy, 1770, Built one of the first and most frequently imitated 
of French nco-classical works: Saint-Pbilippe-du-Roule (1774- 
84). He also built at that time several fine houses in Paris and 
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Versailles (Hotel de la Vrilli^re). During the Empire, he pro- 
vided the designs for the Arc dc Triomphe de Tfitoilc, finished 
long after his death. 

CHAMBiGES, PIERRE. The most important member of a remark- 
able architect family. I lis father, Martin Chambiges, worked at 
the end of the fifteenth century and at the begin ♦ling of the six- 
teenth on the completion of several great cathedrals (Sefts, 
Troyes, Beauvais). Pierre himself worked at Chantilly for the 
Montmorcncys (1525-30), and on the rebuilding of Saint- 
Germain-en-Layc for Francois I (after 1540), perhaps on the 
Hotel de Villc of Paris. This matter has caused considerable 
controversy (see Marius Vachon, M^motre au Cornell municipal, 
1903) there arc full lefcrcnccs in P. Lesueur, Dominique de 
Cortone, dtt le Borcador, Paris, 1928, a summary of conclusions. 
Picric II Chambiges, son or nephew of the former, worked in 
1567 on the Petite Galcrie of the Louvre. 

CHASTiLLON, CLAUDE. 1547-1616. Architect, engineer, en- 
graver. Drew up the plans for the Hopital Saint-Louis in Paris 
(1607-12), and for a Place de France, the carrying out of which 
was prevented by the death of Henri IV. Author of La Topo- 
graphic Jran^aise, published after his death, in 1648. 

ciiLN AVARD. 1798 -1838. Architect and decorator of the romantic 
period. Compiled the important Kecueil de decorations intirieures, 
1837. 

CHERPiTEL, MATiiuRiN. 1736-1809. Mcmbct of the Acadcmy, 
1776. Built the Hotel du Chatclet (1770-1, now the Ministry of 
\^orks, 127 rue de Grenelle) and the Hotel dc Rochechouart 
(1777, now the Ministry of National Education, no rue de 
Grenelle), in Paris. 

CHEvoTETjjEAN-MiCHEL. 1698-1772. Member of the Academy , 
1733. He built the Pa Villon de Hanovre (1760), now removed 
to the park of Sceaux, for the Mardchal de Richelieu, in 
Paris. 

CL^RissEAu, CHARLES-Louis. 1772-1820. Studied at thc Frcnch 
Academy in Rome, 1746. During his Italian stay, he accom- 
panied Robert Adam on his visit to the ruins of Spalato. Mem- 
ber of the Academy, 1 777. In Paris, decorated the Hotel Grimod 
de La Reyniire, r. 1770. Built little (Chateau Bordly, Marseilles ; 
Hotel du Gouvernement, Metz). Important mainly as a 
draughtsman, some of his drawings, acquired by Catherine II 
in 1779, had great influence in Russia; others ate preserved in 
the Sir John Soane Museum in London. 
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coNTANT d’ivry, PTFRRE. 1698-1777. Member of the Academy, 
1728. In Paris worked on the convent of Panthtoont, rue de 
Crenelle (1747-56), for the Duke of Orleans on the Palais-Royal 
and at Saint-Cloud. Built Arras cathedral. His most important 
work was to have been the church of the Madeleine, at the end 
of the rue Royale; he provided the plans for it, but only the 
foundations were laid. 

coTTART, PIERRE. Mid Seventeenth century. Architect to 
the king. Built the so-called Hotel des Ambassadeurs de 
Hollande (47 rue Vieille-du-Templc) and the city hall at 
Troyes. See also Recuet/ des auvres de Pierre Cottar t, architecte, 
1686. 

c OTTE, ROBERT DE. Patis, 1656-1735. Pupil and assistant of Har- 
douin-Mansart, he became his brother-in-law in c. 1683, and 
succeeded him in many of his appointments. Member of the 
Academy, 1687. Architect to the King, 1689. Director of the 
Gobelins Factory, 1699. First architect to the king after the 
death of Hardouin-Mansart, 1708. Worked with the latter on 
the Place Vendome and the chapel at Versailles. His personal 
works arc: numerous houses in Paris many of which aie 
destroyed, such as the Hotel des Mousquetaires (rue du Bac), 
<he Hotel du Maine, etc. On the other hand, the Hotel d’Estr^es 
has survived as the Russian Embassy (i7i5» 79 rue de Cren- 
elle). Other Parisian works arc the facade of Saint-Roch, the 
decoration of the choir of Notre-Dame; in the provinces, he 
built the episcopal palaces of Strasbourg and Verdun, and at 
Lyons the Place Bellccour. Outside France he worked for the 
Elector of Cologne at Bonn, for the Elector of Bavaria, for 
Victor- Amadeus II of Savoy, for Philip V of Spain, etc. Cf. 
Pierre Marcel, Inventaire des papiers de Robert de Cotte^ Biblio- 
th^que nationale, 1906. 

couRTONNE, JEAN. Paris, 1671-1739. Member of the Academy, 
1728. In Paris built several private houses, of which the Hotel 
de Noirnioutiers (138 rue de Crenelle) and the Hotel Matignon 
(37 rue de Varenne, 1721) survive. He published an Arcbt- 
tecture Modeme, 1728. 

COUTURE, GuiLi AUME-MARTiN. Roucn, 1752-99. In Paris, 
directed the rebuilding of the Palais de Justice after the fire of 
1776. He carried on the work at the Madeleine after Contant 
dTvry, 

crucy,mathurin. 1 749-1 8 26. Architect and town planner from 
Nantes. Built most of the Graslin district, towards the end of 
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the eighteenth century : the Place Royale and the Place Graslin, 
the Theatre and Cours Cambronne. 

cuviLHiES, FRANCOIS. Soissoiis, 1698-1768. Pupil of de Cotte. 
First architect to the Elector of Bavaria. Worked much in Ger- 
many (Amalienburg, Munich), and published pattern books 
of decoration. 

DAviLER, CHARLES-AUGUSTIN. 1653-1701. Studied at the 
French Academy in Rome, 1676-81. Back in Paris, worked for 
eight years in the office of Hardouin-Mansart. Disliking his 
subordinate position, he settled in the provinces, at Mont- 
pellier. Architect to the Btats de Languedoc, 1695. Worked 
all over the south: Montpellier (Porte du Peyrou, several 
houses), Bdziers (Bishop’s Palace), A16s (cathedral). His Cours 
ii* Architecture, 1691, had a great success and was reprinted 
several times. 

DAviouD, GADRiEL-jEAN-ANToiNE. 1823-81. Worked with 
Haussmann, who entrusted him with the building of two 
theatres in the Place du Chatelct. 

OEBROSSE or DE BROSSE, SALOMON. Bom c. 1562 at Vemcuil- 
sur-Oise, died 1626. Grandson of Jacques 1 Androuet Du 
Cerceau. A Protestant. Architect to the king. Built the Luxem- 
bourg and probably (though it is also attributed to Cidment 
Metezeau) the facade of Saint-Gcrvais. The Palais de Justice 
at Rennes was built from his plans after his death. He also 
built the Chateau of Coulorruniers and the Protestant church at 
Charenton (both destroyed). See also Jean Pannier, Salomon de 
Brosse, 1911. 

DELAMAiK, piERRE-ALEXis. 1675-1743. Architect to the Sou- 
bise family. In 1705 began restoration and transformation of 
the old Hotel de Guise in the Marais (courtyard and fa9ade of 
the Hotel de Soubise, now the Archives de France) and build- 
ing of the Hotel dc Rohan. Disgraced in 1710, he was replaced 
by Boffrand. 

DELORME, PHILIBERT. Bom in Lyons r. 1515, into a family of 
master masons; died Paris, 1570. When twenty, he stayed three 
years in Italy (1553-6), mostly at Rome, where he met 
Cardinal du Bellay, who a little later entrusted him with the 
building of the Chateau de Saint-Maur (i 540-4). In high favour 
from the beginning of Henri IPs reign, he was appointed Sur- 
veyor of the King’s Works and was entrusted with the over- 
sight of the works at Saint-Germain, Fontainebleau, Villers- 
Cotterets. For Diane de Poitiers he built the Chateau d’Anet. 
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Fell into disgrace at the king's death in 15 59, and was replaced 
by Primaticcio. He devoted himself to theoretical writings: 
Nouvelles Inventions pour bien bdtir et a petits frais^ 1561; Archi- 
tecture (only one volume published), 1567. In 1563 he returned 
to favour and Catherine de’ Medici entrusted him with the 
Tuilerics and the great gallery at Chcnonccaux. Cf. H. Clouzot, 
Philibert Delorme ^ 1910; Jean Prevost, Philibert Delorme^ 1948. 

DERAND. 1588-1644. Architect to the Society of Jesus. Built, to- 
gether with Martellangc, the church of the Jesuit Fathers, 
Saint-Paul-Saint-Louis, in Paris. Published in 1643, U Archi- 
tecture des vodtes, Cf. P. Moisy, ‘L’Architecte Francois Dcrand*, 
Kev, de Vhistoire de P'^glise de France^ ^950- 

DESGODETS, ANTOINE. Paris, 1653-1728. Studied at the French 
Academy in Rome, 1674. Member of the Academy, 1698. 
Architect to the king, 1699. Above all a theorist, he became 
professor at the Academy of Architecture. Published numerous 
works: Les Monuments antiques de Rome^ dessines et mesures tres 
exactementy 1682 ; Des ordres de V architecture ^ 1719. 

DORBAY, FRANCOIS. Paris, 1634-97. Son-in-law and assistant of 
Le Vau. Member of the Academy in 1671. Worked with his 
father-in-law on the Colldge des Quatre-Nations, the Louvre, 
the Tuileries, and Versailles. In 1667 he was a member, with 
I.e Brun and Perrault, of the artists’ commission asked to pro- 
vide a plan for the Louvre facade. In Paris he built the facade 
of the convent of the Capuchins (1689), which completed the 
architectural ensemble of the Place Vendome. 

DUBAN, F^Lix-LOUis-j ACQUES. 1797-1870. One of the main 
representatives of nineteenth-century eclecticism. A great 
admirer of and expert in the Italian High Renaissance, he pre- 
ferred it to antiquity as a model. Built the library of the fecole 
des Beaux-arts and the Hotel Pourtal^s (1826). 

DUG, JOSEPH -LOUIS. 1 802-79. Restored the Palais de Justice. 
Built the column of the Bastille. 

DU CERCEAU, JACQUES I ANDROUET. C. I5IO-85. To him RTC 

attributed the chateaux of Verncuil and Charleval and the 
choir of Montargis. He is especially famous for his engravings, 
the most important scries of which, Fes Plus "Excellent s Bdti- 
ments de France (two volumes published, in 1576 and 1579), 
contain engravings of the main chateaux of the period in 
France. 

DU CERCEAU, BAPTISTE, c. 154J-90. Eldest son of the preceding; 
the last of the great French architects of the sixteenth century. 
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A document of 1586 calls him ‘counsellor to the king, and his 
architect in ordinary*. He worked on the Pont-Ncuf. 

DU CERCEAU, JACQUES II. c, 1550--1614. Appears in 1602 as 
architect and surveyor of the royal works. 

DU CERCEAU, JEAN I. Bom c, 1585. He was architect to the king 
in 1617, and was responsible for some of the most important 
houses in Paris at the beginning of the seventeenth century, 
among which arc the Hotel de Sully (rue Saint-Antoine) and 
the Hotel de Bretonvilliers (destroyed; the finest house on the 
ilc-Saint-Louis). See also Geymuller, L.es Du Cerceau^ Uur vie 
et leur auvre, Paris, 1910. 

DUGOURC, jEAN-DEMOSTii^NES. Versailles, 1749-1825. 
Draughtsman. Brother-in-law of Bdlanger. Under Louis XVI, 
he played a considerable part in the formation of the Empire 
style. 

DUPERAC, ii’iENNE. Bom at Paris before 1544, died in 1604. 
Architect, painter, engraver, gardener. Stayed a long time in 
Italy. Architect to the Due d’Aumale. As garden planner, the 
invention of embroidery-patterned flower-beds and the plan- 
ning of the gardens of Saint-Germain-en-I-aye, executed by 
Claude Mollet, his pupil, are attributed to him. 

DURAND, jEAN-NicoLAS-LOUis. 1760-1834. Profcssor at the 
ficole Polytcchnique. A supporter of architectural rationalism. 
His theoretical works are still found to-day in all architects’ 
libraries. 

EIFFEL, GEORGES. Dijon, 1832-1923. Engineer, contractor, and 
architect. Apart from the Eiffel Tower (1889) and the Garabit 
viaduct, he built the dome of the Nice Observatory (together 
with Gamier), the railway-station at Pest in Hungary, and 
several exhibition halls. See also Jean Prdvost, Riffel {Mattres 
de I' art moderne\ 1929. 

FONTAINE, PIERRE-FRANQOIS-LJ&ONARD. I762-1853. Per- 

cier’s inseparable collaborator; but Fontaine, a better courtier, 
received the official honours, notably the appointment of Chief 
Architect to the Emperor. Later employed by Louis XVIII 
and Louis-Philippe. Both architects were responsible for the 
first stages of the completion of the Louvre, the lay-out of 
Compi&gne, I’Arc de Triomphe du Carrousel, and the ChapcUe 
Expiatoire. Their work as decorators is even more important. 
They issued in 1833, JL^ Parallkle des primipales risidences des 
souverains d*Europe on their restorations. For almost half a 
century, Fontaine was supervisory architect of the Louvre and 
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the Tuileries, resigning after 1848. See also M. Fouch6, Percier 
et Fontaine {Grands artistes, undated). 

FRAN CINE. Architects and garden planners of Italian origin 
but naturalized French. The father, Frangois deFrancine, died 
in 1688 ; he had been superintendent of water supplies and foun- 
tains, and in this capacity took part, from 1662, in the work at 
Versailles. His son, Pierre-Frangois dc Francinc (1654-1720) 
succeeded him in his office. 

GABRIEL, JACQUES. 1667-1742. The Gabriel family, one of the 
great architectural dynasties of the eighteenth century, was re- 
lated to Hardouin-Mansart and Robert de Cotte. Jacques 
Gabriel’s father had worked on the Palais-Royal and on the 
Chateau de Choisy for Mile de Montpensier. Jacques himself 
became a member of the Academy in 1699, chief engineer of 
Ponts et Chaussees, 1716; succeeded Robert de Cotte as first 
architect to the king, 1734. Architect and town planner. In Paris 
he built or drew up the plans for many houses, in particular 
the Hotel Peyrenc dc Moras (Hotel Biron). At Versailles, he 
supervised the decoration of the royal apartments (Queen’s 
Bedroom, 1735). In the provinces, he built the Bishop’s Palace 
at Blois, the facade of the cathedral of La Rochelle, and worked 
on the cathedral of Orleans. As engineer he built many bridges 
at Blots, Lyons (bridge of la Guillotiere), Poissy, Charenton, 
Saint-Maur, Pontoise, LTsle-Adam, Pont-Saint-Maxence. As 
town planner, he drew up the plans for the reconstruction of 
Rennes after the fire of 1720, those of the Place Royale at 
Bordeaux, etc. In many of his works, especially at the end of 
his life, he was assisted by his son, A.-J. Gabriel. 

GABRIEL, ANGE-jACQUES. 1698-1782. Son of Jacqucs Gabriel. 
Member of the Academy, 1729. Took part in his father’s works ; 
succeeded him as first architect to the king, 1742. Until then 
his career was closely associated with that of his father. His 
main works were carried out at Versailles and in Paris for the 
king. He built the l 5 cole Militaire (1751), the Place de la Con- 
corde (1754), and began the Petit Trianon at Versailles (1762), 
He also built the Versailles Op^ra and drew up plans for a 
total rearrangement of the palace, which was begun (Gabriel 
wing facing the court of honour). He also carried out impor- 
tant works at the Louvre, Fontainebleau, and Compiegne. 
Cf. De Pels, Ange- Jacques Gabriei, 1912; abridged edition, 1924; 
,Gromort, A.-]. Gabriel, 1935. 

GARNiER, CHARLES. 1825-1898. His plans for the new Op^ra 
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were chosen in the 1 861 competition ; he then took charge of its 
building. He also built the Gisino of Monte Carlo (1878-9) and 
created the prototype of the large luxury flat of modern Paris. 

GiRAL. A family of architects who worked in the eighteenth cen- 
tury at Montpellier, fitienne Giral was born at Montpellier, 
1665. At the beginning of Louis XIV’s reign he collaborated in 
the planning of Le Peyrou. His son, Jean-fitienne Gtral, built 
the Chateau d’Eau of Le Peyrou and numerous houses in Mont- 
pellier, among them the Hotel Saint-Come. Cf. A. Fliche, 
Montpellier ( V tiles d* art celehres)^ i935* 

GiTTARD, DANIEL. 1 625-86. Architect and engineer, collabora- 
tor of Hardouin-Mansart. Member of the Academy, 1672. 
Worked on the fortifications of Belle-Isle. In Paris, he planned 
aiid began the church of Saint-Sulpicc and the facade of Saint- 
Jacques-du-Haut-Pas; in Dijon he worked on the Palais des 
£tats (1685). 

GONDOiN, JACQUES. 1737-1818. Member of the Academy, 1774. 
His main work is the £cole de Chirurgie, of which he made 
an important collection of engravings. Description des l^coles de 
Chirurgie, 1780. 

GRAPPiN. A family of French architects from the Gisors district. 
To the sixteenth century belong Robert Grappin and his three 
sons: Michel, Jacques, and Jean I, as well as his grandson, 
Jacques II. Cf. I.. Regnier, Renaissance dans le Vexin, 1886. 

GUiLLAUMEDESENS (William of Sens). Second half of the twelfth 
century. Supposed author of the cathedral of Sens, but his 
name is only recorded with certainty a little later, when his 
plans were chosen for Canterbury cathedral, 1175. 

GUIMARD, barnab 6, ?-i 792. Frcnch architect settled in Brussels, 
wherefrom 1775 he supervised the laying out of the Place Royale. 

11 6re, EMMANUEL. Nancy, 1705-63. Architect in chief to Stanis- 
las Leszczinski, 1740. His two main works arc the Place Stanislas 
and the royal chapel of Bonsecours at Nancy. He himself 
described the first of these in his "Plans et ilivaiions de la Place 
Royale de Nancy et des autres idifices qui Penvironnentf bdtie par les 
ordres du roi de Pologne, due de Lorraine^ I753* He also drew up 
the Recueil des plans ^ iUvations et coupes, font giometrales que 
perspectives des chdteaux , jardins et dependances que le roi de Pologne 
occupe en Lorraine (two volumes, no date). See also A, HaUays, 
Nancy (Villes d*art cillhres, no date). 

iiiTTORFF, JACQUES. Colognc, 1792-1867. Architect and ar- 
chaeologist. One of the first to realize that antique temples 
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and statues were painted in colours. In 1827, he published his 
Architecture ancienne de la Sidle, Built the church of Saint- 
Vincent-de-Paul, the Gare du Nord, the circus of the Champs- 
filys^es, and directed the replanning of the Place de la Con- 
corde. 

HOREAu, HECTOR. 1801-72. Onc of the main exponents of iron 
architecture in the mid nineteenth century. Produced a remark- 
able plan for the London Great Exhibition of 1851. In 
opposition to Baltard, he brought about the adoption of 
iron for the Central Markets of Paris. See also Jeanne Doin, 
Hector Horeau^ Gazette dcs Beaux-arts, 1914. 

j ARDiN, NicoLAS-HENRi. 1720-99. Grand Prix de Rome, 1741* 
Member of the Academy, 1771. Worked mostly in Denmark 
where he built the Frederick church at Copenhagen. 

JEAN DE ciiELLES. Mid thirteenth century. Began the recon- 
struction of the transepts of the cathedral of Paris. 

JEANDESCHAMPS. End of the thirteenth century. Introduced the 
Gothic style of the northern French cathedrals to the south. 
Worked on the cathedrals of Clermont-Ferrand, Limoges, 
Narbonne, Rodez, Toulouse. 

LABROUSTE, HENRI. 1 80^-75. One of thc leaders of the rational- 
ist school of the mid nineteenth century. A great supporter of 
iron building, he used it for the Bibliothcque Sainte-Genc- 
vieve (1844-50), and liic reading room of the Bibliothcque 
nationalc (1868), He was less successful as a whole with the 
alterations he imposed on the former Bibliothcque du Roi and 
he pulled down, without reason, the building by Robert de 
Cotte in which the collection of medals was housed. 

LASSURANCE (CAiLLETEAU, Called), Two architects bore this 
name. The father, Pierre (?-i724), became a member of thc 
Academy in 1699. Architect to thc king, he did much work 
for Hardouin-Mansart and Robert de Cotte, who, to believe 
Saint-Simon, drew from him their plans, their drawings, their 
inspiration. The son, Jean (c, 1690-1755), built in Paris the 
Hotel Bourbon together with Giardini, and the Hotel de 
Lassay. Architect to Mme de Pompadour, he altered the Hotel 
d’Evreux (now’ thc filysCc Palace), built Bellevue, the Hermit- 
age at Versailles and the Hotel des Reservoirs. 

LASSUS, jean-baptiste-antoine. 1807-57. Architect and 
archaeologist. Restored Saint-Severin and the Saintc-Chapelle. 
Built several neo-gothic churches, among them the church of 
Belleville and the church of Saint-Nicolas at MouUtis. He had 
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begun with Viollet-le-Duc the restoration of Notre-Dame de 
Paris, but his collaborator finished it alone. He published to- 
gether with Darcel the Album of Villard dc Honnccourt, 1838. 

LE BAS, HippoLYTE. 1782-1867. Went with Murat to Italy as a 
hussar of his guard. In Paris, built the basilica of Notre- 
Dame-de-Lorette (1823-6). 

LE BLOND, JEAN-BAPTISTE. Architect, town and garden planner. 
In Paris, built the Hotel Vendome (ficole des Mines). Entered 
the service of Peter' the Great of Russia (1716), who com- 
missioned him to prepare a plan for Saint Petersburg (never 
executed), fie wrote the treatise De la thiorie et de la pratique du 
jardinage^ 1709* for which Ddzallier d'Argenville assumed the 
credit. See also B. Lossky, Le hlond^ architecte de 

Pierre h Grand, Son oeuvre en France^ Prague, 1936. 

LE BRETON, GiLLES. A very little known architect of the six- 
teenth century. Built the new buildings at Fontainebleau, under 
Frangois I. 

LE CARPENTiER, ANTOiNE-MATHURiN. Rouen, 1709-73. Mem- 
ber of the Academy, 1736. Built many houses in Paris. 
Drew up the plans for the new town hall at Rouen, which 
were never carried out. 

LEDoux, CLAUDE-NicoLAS. Bom Dormaiis (Marne), 1736; 
d. 1806. Under Louis XVI, built in Paris and the neighbour- 
hood a series of houses: the Hotels d’Hallwyl, de Mile Gui- 
mard, dc Mme de Thdusson (in Paris); houses for Mme du 
Barry (Versailles and Lou veciennes) ; the house of Monsieur 
de Saint-Lambert (Eaubonne); the Chateau of Bdnouville 
(near Caen, Normandy). Member of the Academy, 1773. In 
his capacity of architect to the Farmers-General, he planned the 
magnificent town at the salt pits of Arc-et-S6nans in Franche- 
Comt6 (1773-3). This led to his building the theatre of Besangon, 
In Paris, he designed the pavilions of the so-called Enclosure 
of the Farmers -General. Imprisoned in 1793, he occupied his 
captivity by compiling a large work, U Architecture consider^ 
sous le rapport de Part, des maurs et de la ligislation^ 1804. His main 
works were also described in the Architecture de C. N. Ledoux, 
two volumes, 1847. Cf. G. Lcvallet-Haug, Claude~N kolas 
Ledoux, 1934; Raval and Moreux, Ledoux, 1944. 

LE DUG, GABRIEL. ?-i704. Architect to the king. In 1663 was en- 
trusted together with Le Muct with the continuation of work 
on the Val-de-Gr&ce. Built several houses in Paris. 

LEFUEL, riECTOR-MARTiN. Versailles, i8io-8i. Grand Prix dc 
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Rome, 1839. Chosen by Napoleon 111 as architect in chief of 
the Louvre and the Tuileries. He carried out the joining-up 
of the two palaces begun by Visconti. 

LEGENDRE, jEAN-GABRiEL. Architect and engineer. Some im- 
portant works in Champagne. Planned the Place Royale at 
Reims and built the Hotel de Plntendance (now the Prefecture 
of Chalons-sur-Marne). See also Borland, U hotel de Plnten- 
dance de Champagne^ Chalons-sur-Marne, 192 8. 

LEMERCiER. An important family of architects from the French 
Vexin. At the end of the sixteenth century, Pierre Lemercicr 
worked on Saint-Maclou at Pontoise. He is also generally 
credited with the major part of Saint-Eustache in Paris. The 
greatest name in the family is that of Jacques Lemercier (1585- 
1634), architect to Louis XIII and Richelieu. In Rome, 1607- 
13. Built the Pavilion de PHorloge at the Louvre (1624) and 
until his death directed the work on the square court. For 
Richelieu he built in Paris the Sorbonne (beginning 1629) and 
the Palais-Royal (Palais-Cardinal, 1629-36); the Chateau of 
Rueil (r, 1630); the chateau and the town of Richelieu (cha- 
teau, 1625-33; town, from 1633). He also holds an important 
place in religious architecture: the church at Richelieu, the 
Oratoire and Saint-Roch in Paris. Saint-Roch was his last work 
(1653). From 1646, he succeeded Fran9ois Mansart at the 
Val-de-Grace. 

LEMUET, PIERRE. Ui)on, 1591-1669. Built Several houses in Paris, 
among them the Hotel Tubeuf (Biblioth^que nationale). Pub- 
lished in 1623, U Art de bien hdtir pour toutes sortes de personnes^ 
second edition, 1647, where he described his main works. He 
succeeded Lemercier on the latter’s death in the work on the 
Val-de-Grace, and erected the dome. 

LE NOTRE, andrA. Paris, 1613-1700. Head gardener at the Tui- 
leries, 1637. Surveyor general of the royal works, 1657. His 
first great work was the park of the Chateau of Vaux for 
Fouquet (1655-61). Almost simultaneously (autumn, 1661) 
began his work on Versailles. He replanned the park several 
times and probably drew’ up the plan of the town as a comple- 
ment to that of the garden. From 1664, he altered the Tuileries 
gardens. Other notew'onhy works are: the parks of Saint- 
Germain, Saint-Cloud, Meudon, for the royal family; the 
gardens at Chantilly, for the Conde family ; Pontchartrain and 
Dampierre, for noble families of the Parisian area; in the 
provinces the Bishops’ gardens at Meaux, Bourges and 
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Castres. He also travelled in Germany, Italy, and England. 
See also J. GuifFrey, Andre Le Notre (Grands artistes) ^ 1902. 

LE PAUTRE, ANTOINE, c. 1621-91, architect and engraver. Archi- 
tect to the king, 1655. Surveyor-general of works to the Duke 
of Orleans, 1660. Member of the Academy, 1671. His master- 
piece was the Hotel de Beauvais at Paris (1650). 

LESCOT, PIERRE, c. 1510-78. Scigncut de Clagny, architect, 
scholar and man of letters, a friend of Ronsard and the human- 
ists of the period. Personal friend of Francois I. Collaborated 
with Jean Goujon in the building of the rood screen of Saint- 
Germain-rAuxerrois, now destroyed (1541-4). From 1546, 
worked solely on the building of the Louvre, collaborating 
once more with Gou)on. Seems to have worked also, about 
1556, on the Chateau of Vallery (Seine-et-Mamc). 

LB TAU. A family of architects. The father had probably worked 
at Fontainebleau. In the seventeenth century there were three 
brothers Le Vau, all architects. Much the best known is Louis 
Le Vau, born and died at Paris, 1612-70, architect to Louis 
XIV and of Versailles. Settled in the lle-Saint-Louis then being 
developed as building land. I'hcre he built, besides his own 
house, the Hotels Lambert and Lauzun, and drew up the plans 
for the new church of Saint-Louis-en-rlle. In 1655, he was 
appointed architect to the Louvre and the Tuilcrics to replace 
Lemercier. He gained fame by building the Chateau oFVaux- 
le-Vicornte for Fouquet, erected and decorated with the 
assistance of Le Brun and Le Notre, whom he was to meet 
again at Versailles. After the death of Mazarin, he designed 
the College des Quatre-Nations, 1661-2. Helped to quash 
Bernini’s plan for the Louvre, 1666. The last years of his life 
were entirely taken up by Versailles. He held the titles of first 
architect to the king and surveyor and organizer of the royal 
works. 

LiBERGiER, HUGUES. ?-i263. Built the church of Saint- 
Nicaise at Reims, where he was buried. His tombstone, which 
shows him holding the virga geometralis and a small model of 
Saint-Nicaise, is still extant. 

LOUIS, VICTOR. 1735-1807. First prize for architecture, 1755. 
He erected the Intendance at Besangon (now the Prefecture), 
1771-80. Called to Bordeaux to erect the Grand Theatre, his 
masterpiece (1775-80); he also built many houses in the town 
and the neighbourhood. He prepared a lay-out for the Place 
dcs Quinconces. As architect to the Duke of Orleans, he 
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planned the garden of the Palais-Royal with the surrounding 
galleries, and built the theatre, now the Com^die Fran9aise. 
Cf. Marionneau, Victor Lou/s, i88i. 

MANSART, FRANCOIS. 1598-1666. Founder of the Mansart dyn- 
asty, was himself the son of an architect or a carpenter to the 
king. Did not go to Italy. Worked first with de Brosse at 
Coulommiers. His first Paris work was the fagade of the Feuil- 
lants (1624 or 1629), followed by the church of the Visitation 
and the Hotel de la Vrillierc. He worked at the Chateau 
dc Blois for Gaston d’Orl6ans c. 1636-8, but stopped after 
three years. He built the church of the Minims in Paris (1636), 
the Chateau of Maisons (1642-51), the Mazarin gallery (1644), 
the Val-de-Grace (1645), from where he was soon dismissed. 
After 1645, he undertook much building in Paris for private 
patrons. In 1664, Colbert asked him for designs for the Louvre, 
in 1665 for a funerary chapel for the Bourbons at Saint-Denis, 
in 1666 for a triumphal arch in the Faubourg Saint- Antoine. 
Cf. A. F. Blunt, Franpis Mansart and the Origins of French 
Classical Architecture^ London, 1941. 

MANSART, JULES HARDOUIN, A RDOUIN-. Bom in Paris 

1646, died at Marly-le-Roi 1708. Grand-nephew by marriage 
of Francois Mansart, whose name he took in 1668. His career 
was rapid and brilliant. In 1674, when twenty-eight, he was 
commissioned by thr l<ing to build Clagny for Mmc de 
Montespan. He then became and remained until his death the 
favourite of Louis XIV. Architect to the king, 1675. First 
architect to the king, 1685, Surveyor of the royal works, 1699. 
In the meantime, he was ennobled, created baron of Jouy and 
count of Sagonne. His works are numerous. For the king, he 
created the final Versailles of Louis XIV, including the new 
Orangerie and the Trianon, as well as several layouts in 
the park. He was wholly responsible for Marly, and in Paris 
for the domed church at the Invalides. As a town planner, he 
created the Place des Victoiies and the Place Vendome in 
Paris, and the Place des fitats (Place de la Liberty) in Dijon. 
He was at the head of a sizeable studio and had many colla 
borators: Lassurance, Daviler, Gittard and Robert de Cotte. 

mansj^rt de jouy, jean hardouin-. 1706-54. Grandson of 
Jules Hardouin, he designed the facade of Saint-Eustache in 
Paris. 

MANSART DE SAGONNE, JACQUES HARDOUIN-. I709-76. 

Brother of the preceding. He built the cathedral of Versailles. 
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MARESCHAL, jEAN-PHiLippE. ?-r. 1765. Built the theatre at 
Montpellier, and designed the fine Jardin dc la Fontaine at 
Nimes. 

MAROT. Family of architects and engravers. The best-known are 
Jean Marot, c, 1619-r. 1679, and his two sons, Jean II and 
Daniel. 

MARTELLANGE, ETIENNE. Bom at Lyons, 1568-1641. Architect 
to the Society of Jesus which he joined in 1590 as temporal 
coadjutor. In Rome from 1 5 90 to 1 604. Came back to France 
where he erected or supervised all the buildings of the Society. 
Worked especially in Paris (Saint-Paul-Saint-Lc^uis, together 
with Father Derand), at La Fl^chc, Avignon, Roanne, etc. 
See also H. Bouchot, Notice sur la vie et tes travaux d' Etienne 
Martellange^ i886; Bourde de la Roger ic. Notice sur un recueil 
de plan', d* edifices consiruits par les architectes de la Compagnie de 
Jesus, 1904. 

METSsoNiER, j USTE- AUR^LE. Boin Turin 1693; d. Paris 1750. 
Goldsmith and draughtsman. In 1726, put forward a plan for 
the fa9adc of Saint-Sulpice. In his ornamental designs Meis- 
sonier is one of the most characteristic representatives of the 
Rococo style. 

METEEEAU. A family of architects from Dreux. Louis Metereau, 
c. 1562-1615, was architect to the king in 1594. Probably built 
the Grande Galerie of the Louvre and the Place Royale in Paris. 
May also have built the Place Dauphine. Cldment Metezeau, 
1581-1652, was his younger brother. Architect to the Due de 
Nevers in 1610, built in this capacity the Place Ducale at 
Charleville. Architect to the king, 1615, replacing his brother. 
In 1623, built the church of the Oratoire when he was replaced 
by Lemercier. In 1627, during Richelieu’s siege, he built the 
sea wall of La Rochelle. After 1630, he worked in Paris for 
private patrons, especially at the Quai Malaquais. He is men- 
tioned in t6i 6 in the document relating to the fa9ade of 
Saint-Gervais, which is often attributed to him. See also 
P. du Colombicr, Autour des Metezeau, Humanisme et Renais- 
sance, 1943. 

MiGNARD, PIERRE. Bom Avignon 1640, d. Paris 1723. Architect 
and engineer. Member of the Academy, 1671. Spent the first 
part of his life at Avignon, where he worked at cathedral, 
the Hotel-Dieu and the Hotel dc Forbin-Janson. In Paris, after 
1671, he built the Porte Saint-Michel and the facade of the 
College Saint-Nicolas. 
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MiQUE, RICHARD. Bom Nancy 1728, d. Paris 1794 (executed). 
The best-known representative of a family of architects from 
Lorraine in the eighteenth century. Chief engineer of the Fonts 
ct Chauss^es of Lorraine and Barrois, 1762. Surveyor and Con- 
troller-General of the works of Stanislas Lcszczinski, 1763 (in 
succession to Her6). In Nancy, he built the Palais du Gouverne- 
ment, the Porte Stanislas and the Porte Sainte-Catherine; also 
the town hall at Pont-i-Mousson. He came to Paris in 1766 as 
Surveyor and Comptroller-General of works to Marie Lesz- 
ezinska. He then built the Queen’s Convent at Versailles (now 
the Lycce Hochc), the Carmelite church at Saint-Denis (now 
Justice dc Paix). Member of the Academy and first architect 
to the king in succession to Gabriel, 1775. From 1780, he de- 
vised for Marie- Antoinette the charming hamlet of the Petit 
Trianon and supervised the decoration of the queen’s apart- 
ments at Versailles and Fontainebleau. The last years of his life 
were troubled by the persecutions of a so-called brother who 
demanded a share of his inheritance from his father. The 
children of this brother ended by having him guillotined during 
the Terror. See also A. Hachette, L* Affaire Mique, 1928. 

MOi LET, CLAUDE. Gardener to Henri TV and Louis XI II. Wrote 
a Theatre des plans et jardmages^ published after his death in 1652. 
One of his sons, Andrd Mollet, was gardener to the Queen of 
Sweden. 

NICOLE, NICOLAS. 1702-84. NX'orked mostly at Besangon, where 
he designed the Hotel de I’lntcndance (finished by Louis) and 
the church of the Madeleine (1749, finished 1830). 

OPPENORD, GiLLES-MARiE. 1672-1742. Architect and decora- 
tor. Studied at the French Academy in Rome, 1692-8. Archi- 
tect and surveyor of works to the Duke of Orleans. Took 
over the work on Saint-Sulpice after 1719 and built the porch 
of the south transept. Most important as a decorator, he 
played a very great part in the formation of the Regency style ; 
(Hotel de Pomponne, Place des Victoires, decoration of the 
Chateaux of Bercy, Rambouilict, etc.). See also Fiske Kimball, 
Oppenord reconnu. Gazette des Bcaux-arts, 1935. 

PARIS, piERRE-ADRiEN, Besan^on, 1746-1819. Member of the 
Academy, 1780. His main architecLuial works arc in the Jura 
region; the Neuchatel town hall, the hospital at Bourg-en- 
Bresse. He bequeathed to his native town a magnificent 
collection of drawings and manuscripts. 

PATTE, PIERRE. 1723-1814. Architect and engraver; his fame 
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mainly rests on the magnificent compilation, Monuments 
a la gloire de Louis XV, 1765. He also wrote the Mimoires 
sur les ohjets les plus importants de V architecture, 1769, and the 
completion and publication of the Cours d* architecture de J.-F. 
Blondel is due to him. In- Paris he decorated the house of the 
Due de Charost (rue Saint-Honor6, now the British Embassy) 
and built the church of BoJbec in Normandy. Architect to the 
Duke of Zweibriicken, he undertook works in Germany which 
arc not known. Sec also Mae Mathieu, Pierre Patte. Sa vie et 
sonauvre, 1940. 

PERCiER. 1764-1 S3 8. Inseparable collaborator of Fontaine. Sec 

FONTAINE. 

PERRAULT, CLAUDE. 1613-88. Doctor aiid architcct, he became 
known as a translator of Vitruvius. As a member of the 
commission asked in 1667 to draw up a plan for the Louvre 
fagade, he played an important part and later supervised the 
building of the Colonnade. He wrote several books, among 
them his M/moires and the Ordortnance des cinq especes de colonnes 
selon la metbode des anciens, 1683. Cf. A. Hallays, Les Perrault, 
1926. 

FERRET, JACQUES. Second half of the sixteenth century. Came 
from Chambery, was a Protestant and probably provided Sully 
with the plan for Henrichemont, meant to serve as a city of 
refuge for Protestants. In Paris, he published in 1561 a Traiii 
des fortifications st artifices (subtitle: Architecture et perspective) 
(second edition, 1620), 

PERRONET, JEAN-RODOLPHE. 1708-94. Architect and engineer. 
Member of the Academy, 1758. Director of the ficole des 
Ponts et Chaussdes. Built many bridges, among them the Pont 
de la Concorde and the Pont de Neuilly. 

PIERRE DE MONTEREAU Or DE MONTREUIL, (PETRUS MUN- 
STER OL I s). Died 1267. The greatest architect of the second 
half of the thirteenth century. Built the Saintc-Chapclle of the 
Palais in Paris, the chapel of the Chateau of Saint-Gcrmain-en- 
Laye, the Lady Chapel of Saint-Germain-des-Pr6s, the new 
nave at Saint-Denis, ^mpletcd the restoration of the transept 
arms of Notre-Dame de Paris begun by Jean de Chelles. 

PEYRE, MARIE- JOSEPH (the Elder). 1730-88. Grand prix d’archi- 
tecture, 1751. Member of the Academy, 1762. In Paris, built 
several private houses. His most important work is the 
Th^dtre Fran^ais (now the Odeon), built in collaboration with 
de Walily, 1779-82. 



290 BIOGRAPHICAL NOTES 

PEYRE, t^.TiENNE-FRANgois. 1739-1823. Youngct brother of 
the preceding. Grand prix for architecture, 1762. Member of 
the Academy, 1771. Worked mostly outside France and built 
the magnificent palace of the Elector of Trier at Coblenz. 

RONDELET, JE AN-B APTiSTE. Lyons, 1743-1829. Finished the 
dome of the Pantheon. One of the organizers of the ficole 
Polytechnique and one of the leaders of French rationalism 
during the Empire. Wrote a famous Traite theorique et pratique 
de rart de hdtky 1 802-17. 

ROUSSEAU, PIERRE. Nantcs, c, 1750-1810. In Paris, built the 
Hotel de Salm (now the Chancellerie de la Ldgion dTIonneur). 

ROUSSEAU DE LA ROTHI]feRE, JE AN-SIMEON. I747-? DcCOratOr, 

worked with Gabriel and Mique on the decoration of the royal 
apartments at Versailles and Fontainebleau. 

SAMBiN, HUGUES. Died between 1600 and 1602. Spent almost all 
his life at Dijon, where he carried out many works of carpentry 
and woodcarving. As architect, he drew up in 1581 the plans 
for the Palais Communal of Besangon (now Palais de Justice). 
He issued a collection of engravings, the CEuvre de la diversity 
des termes, dont on se sert en architecture, Lyons, 1572. 

SERVANDONi, j E AN-NicoL AS . Florence 1695-Paris 1766. Came 
to settle in Paris in 1724 as stage designer. He worked 
mostly for the Opdra. In 1735, he proposed a plan for the 
facade of Saint-Sulpice v birb was accepted. He also organized 
numerous public fetes with fireworks on the Seine. See also J. 
Bouch6, Ga::^€tte des Beaux-artSy voL II, 1910. 

SOUFFLOT, J ACQUES-GERMAiN. Bom at Itancy (Yonne), 1713- 
80, Made several journeys to Italy and Rome, especially in 
1749* when he accompanied Cochin and the Marquis de 
Marigny to Naples and Paestum, He had already done some 
work in I.yons (quays and bridges, the H6tel*Dieu) when 
Marigny summoned him to Paris in 1755, as Surveyor of the 
king’s works. In this capacity he made many plans for altera- 
tions in Paris and in particular advised on the Place Royale at 
Reims, but he was occupied mainly by the building of the 
church of Sainte-Genevifeve (Pantheon) which he left unfin- 
ished at his death. See also Mondain-Monval, Soufflot, Sa vie, 
son auvrcy son esth/tique, 1918. 

TEMPLE, RAYMOND DU. Arclutcct to Charlcs V during the second 
half of the fourteenth century. Built the spiral staircase of the 
Chateau of the Louvre. 

TURMEL, CHARLES. 2597-1695. Jesuit architect. He seems to 
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have succeeded Martellange c, 1634 as inspector of the Society’s 
buildings in France. Worked especially on the college and 
church of the Jesuits at Blois. 

VALLIN DE LA MOTHE, J E AN-B A PT I STE-M TC H EL . 1729-! 800. 
Worked mainly in Russia, where he was called by Catherine II 
and lived for sixteen years (1759-75). He built several palaces 
in Saint Petersburg, among them the Academy of Fine Arts, 
and his teaching had great influence. 

VAUBAN, SEBASTIEN LE PRESTRE DE. 1633-1707. Not Only the 
great military engineer familiar to everyone, but a town 
planner and architect as well. He drew up the plans of the 
towns he brought into being (Neuf-Brisach, Longwy, Mont- 
louis, Mont-Dauphin, etc.), and both in these and in other 
towns which he simply fortified he erected certain buildings, 
particularly the churches at Givet, Briangon, etc. He restored 
the chateaux of Aunay, Uss^, and others. His memoir, entitled 
Plusieurs maxw/es bonne f a observer pour tous ceux qui font bdtir, is 
a complete treatise on building. See also J. Lazard, V^auban^ 

1934. 

VAUDOYER, L^ON. 1803-72. Grand Prix de Rome, 1823. Re- 
stored the church and refectory of Saint-Martin-dcs-Champs 
and built the Conservatoire dcs Arts ct Metiers. Hi? chief 
work was the cathedral of Marseilles. 

VIGNON, PIERRE-ALEXANDRE. I763-I828. Chosen in 1807 
by Napoleon as architect for the Temple of Glory, which later 
became the chuitch of the Madeleine. 

viLLARDDE HONNECOURT. First half of the thirteenth century. 
His MS. notes and sketches were published by Lassus and 
Parcel, Album de Villard de Honne court, 1858, and constitute 
our best source of information on the training of an architect 
in the Middle Ages. As a builder, the cathedral of Cambrai 
and the collegiate church at Saint-Quentin are attributed to 
him, though uncertainly. He worked in Hungary. 

VIOLLET-LE-DUC, EUG^NE-EMM ANUEL . 1814-79. Architect 
and archaeologist. Begetter of the new Historical Monuments 
Department, a task for which he prepared himself by a close 
study of all the great medieval buildings. He was in charge of 
the principal restorations undertaken during the Second 
Empire. He was also important as a historian and a theorist 
His DicHonnaire rahonni de V architecture franfaise, 1854-68, 
and Dictionnaire raisonni du mohilier franfais, 1858-75, arc still 
essential works, in spite of the criticism which his views on 
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Gothic atchitectufc have lately incurred. His Bjntretiens sur 
rarcbiteciurti, 1863-72, is one of the bases of modern archi- 
tecture. 

VISCONTI, LUDOVICO, Rome 1791-Paris 1853. Son of the famous 
archaeologist Ennius Visconti. Naturalized in France 1799. 
Directed the decorations on the occasion of the return of the 
ashes of Napoleon I in 1840. He was then commissioned to 
construct the Emperor’s tomb at the Invalidcs. In 1851, drew 
up a plan for the joining the Tuileries and the Louvre, which 
was carried out by Lefuel. 

WAIL LY, CHARLES DE. 1 729-98. Grand Prix d’architccture, 1752. 
Member of the Academy, 1767. Important mainly as a decora- 
tor (Hotel de la Chancellerie d’Orleans in Paris). Built, to- 
gether with Peyre the Elder, the Theatre Frangais (now the 
Odeon). 

WILLIAM OF SENS. Scc GUILLAUME. 
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Aachen, Charlemagne’s church, i8 
Abadic, 147 
Acy-cn-Multien, 105 
Agen, Jacobins* church, 162 
Aigucs-Mortes, 61 \ fortifications, 
235 ; tO’wer of Constance, 236 
Aime, 91 
Airaines, 105 

Aire-sur-la-Lys, town hall, 212 
Alberti, 41, 46, 63, 133 
Albi, 21, 77, 119; 

Alcn'^'on, Notrc-Dame, 121 ; 25 
Amboise, chateau of, 48, 176, 177, 
258 

Amer, Sta Maria, 91 
Amiens, 19, 44, 55, 79, iii, H2, 
1 1 4-1 5, 146; theatre, 226 
Ancy-le-Frantc, chateau of, 178 
Anet, chateau of, T30, 131, 133, 
178, 181 ; 20 

Angers, cathedral, ij; hospital, 
218; La Trinite, 123 ; town hall, 
218 

Angoul^me, 100 
Anguier brothers, 183 
Ani, Holy Apostles, 38 ; Shepherd’s 
Chapel, 38 
Anjou, no 
Antwerp, 114 
i\n2y-le-Duc, 97 
Aradesh, 38 
Arcueil, 109 
Arderin, 228 

Arles, cathedral, 99; Saint-Tro- 
phime, 87, 156; town hall, 211 
Arras, cathedral, 131, 140, 141 ; 2$\ 
town iiall, 21 1 
Assier, 127 

Assisi, St Francis of, 67; convent 
of, 161 
Astruc, 150 


Athens, Erechtheam, 98; Par- 
thenon, 31, 32 
Aubert, Jean, 116, 201 
Auch, cathedral, 131, 141; Sainte- 
Maric, 126 

Augustus, Philip, 116, 171, 173, 232 
Auteuil, 147 

Autun, cathedial, 96; 6; Saint- 
Martin, 84, 86, 96 
Auxerre. cathedral, 116; Saint- 
Germain, 83, 86 
Auxon, 126 

Avallon, Saint-La7are, 97; Saint- 
Marrin, 97; town hall, 212 
Avignon, cathedral, 77; church of 
the Oratory, 140; fortifications, 
236; Lyc^e Chapel, 136; Notre- 
Dame-des-Doms, 98, 99; Palace 
of the Popes, 174; 40; church of 
the Visitation, 137; Saint-Gab- 
riel, 99; Saint-Restitut, 99 
Avila, III 
Avranches, 95, 106 
Azay-le-Ridcau, 175, 176, 177 
Az^ma, 133 

Bachelicr, Nicolas, 127, 193 
Bagatelle, chateau of, 264 
Bagge, E., 153 

Bailleul, chateau of, 1 8 1 ; town hall, 
211 

Ballu, Theodore, 147 
Baltard, Victor, 149, 213 
Bamberg, 108 
Bapaumc, town hall, 21 1 
Bar-sur-Aube, Saint-Pierre, 214 
Bar-sur-Seine, 126 
Barauderie, Boyceau de la, 260 
Barcelona, cathedral, T14, 152; 
Dominicans’ and Franciscans’ 
churches, 118; hospital, 218 
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Basle, Saint- Antoine, 154 
Baudot, Anatole de, 150 
Bayeux, :t8, 93, 103, 117 
Bayonne, 118, 156 
Beaugency, chateau of, 171 
Beaulieu, 99, 156 
Bcaumont-dc-Lomagne, 119 
Beaune, Hdtel-Dicu, 218-19; 

Notre-Dame, 96 
Beauvais, Basse-CEuvre, 85 ; cathe- 
dral, 55, 79, III, 112, 114, 113, 
124; Saint-fitienne, 105; town 
hall, 212 

Belanger, Francois- Joseph, 24, 69, 
201, 214, 215 
Bellcfontaine, 105 
Bellot, Dom, 153 
Belloy, 124 

Benouvillc, chateau of, 182 
Berain the Elder, Jean, 199 
Bergues, belfry, 21 
Bernay, 92, 93 

Bernini, 31, 63, 70, 71, 133, 166, 
184, 183 

Besangon, Saintc-Madelcinc, 140; 

26; theatre, 226 
Besnard, 132 
Betz, chateau of, 264 
Biart, Colin, 176 
Binet, 216, 229 

Blois, chateau of, 29, 48, 176, 177, 
1 8 1, 238; Saint-Vincent-dc-Paul, 
156 

Blondel, Frsingois, 45-6, 69, 158, 
198, 200, 212, 223, 244 
Boccador, see Cortona, Domenico 
da 

Boffrand, Gabriel-Germain, 69, 
140, 198, 201, 253 
Boileau, 71, 216 
Bonnier, Louis, 224 
Bordeaux, Hotel Labotti^rre, 43; 
Saint-Bruno, 137; Saint-Paul, 
136; Grand Theatre, 223-6; 50 
Borgo, Fra Luca Pacioli di, 45 
Borromini, 70, 133 
Boucher, 199 


Bouges, cathedral, 44, 109, 117; 

Jacques Cceur’s house, 173, 194 
Boulogne, chateau, 170 
Boulognc-Billancourt, town hall, 
212 

Bourdelle, 227 

Bournazcl, chateau of, i8t, 182 
Brainc, 116 

Bramante, 49, 63, 70, 79, 132, 135, 

177, 259 

Bressuire, 125 

Brongniart, Alexandre-Thiodore, 
143, 166, 201, 213 
Brosse, Salomon de, 131, 183, 242 
Brou, 126 

Bruant, Libtol, 220 
Brunhes, J., 203, 203 
Bullant, Jean, 179, 181 
Bullet, Pierre, 182, 244 

Cadafalch, Puig i, 17, 63, 91 
Caen, Hotel d'ficoville, 194; La 
Trinitd (Abbaye-aux-Dames), 92, 
93, 104; Notre-Dame-dc-la- 

Gloriette, 136; Saint-fitienne 
(Abbaye-aux- Homines), 56, 92, 
93, 99, 104, 165; Saint-Pierre, 

1Z4; j8 

Cahors, 100, 146; 9 
Cailleteau, see Lassurance 
Calmette, J., 210 
Cambrai, Saint-G6ry, 140 
Carrmas, 212 
Catidiani, 184 
Canigou, Saint-Martin, 91 
Canterbury, 103 
Catacalla, Thermae of, 48 
Carcassonne, 60; cathedral, 146; 
fortifications, 170, 233, Saint- 
Michel, 1 19; Saint-Nazaire, 118; 
Saint-Vincent, 119 
Caristie, 146 
Carpentras, 77 
Casmari, no 

Caudeba:, Notre-Dame, m, 125 
Cauffry, 103 
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Caux, Salomon de, 259 
Cavaillon, 98 
Ccfisy-la-Fordt, 93 
Chdalis, 166 

Chalgrin, Jean-Ffaxi^ois, 14 1, 143, 
201 

Chilons-sur-Matne, cathedral, 114- 
15 ; Notre-Dame, 109 
Chambord, chateau of, 48; 175, 

176, 177 

Chambiges, Pierre, 178 
Qiampiatrcux, chateau of, 182 
Champs, chateau of, 182 
Charlemagne, 18, 85 
Charles V, 173, 232 
Charles VIII, 64, 177 
Charles IX, 49 

Charlevai, chateau of, 48, 239 
CharlcTille, Sainte-Jeanne-d'Arc, 

153 

Charroux, 79 
Chars, 106, 124, 131 
Chartres, 19, 41, 47-8, 53, 109, jii, 
1 12, 113, 1 14, 146; 6 
Chastillon, Claude, 219 
ChSteau-Gaiilaid, 17 1 
ChStcau-Landon, 91 
Chatillon sur-Seinc, Notre-Dame, 
97; Saint-Vorles, 92 
Chaumont, chiteau of, 173 
Chaumont-en-Vexin, 124 
Chauvigny, 97, 98 
Chcllcs, Jean de, 113 
Chenon^caux, chateau of, 176, 177, 
178, 181 

Chevotet, Jean-Michel, 182 
Chinon, Saint-Mexme, 94 
Chirol, P., 155 
Citeaux, no 

Clagny, chateau of, 182, 187; 57 
Clairvaux, 159 
Clermont, 83 

Clermont - Ferrand, cathedral 
(Saint-^tienne}, 84, 83, 112, 1Z4, 
118; Notrc-I>ame-du-Port, 99 
Clwy. 77. 78, 8^», 94, 96. 14J, 
»J 4 . 138 
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Cochin, 199 
Coignet, Francois, 25 
Cologne, H2, 114 
Compifcgnc, chAteau of, 182; town 
hall, 211 

Conques, Saintc-Foy, 94, 99 ; S 
Constantinople, Roly Apostles, 61, 
100; Saint Sopliia, 152 
Contant, Ivry d’, 140 
Copenhagen, barracks, 34 
Cordova, mosque, 37, 61 
Cormery, 38, 94 
Cormont, Rcnard de, 114 
Cormont, Thomas dc, 114 
Cometo, San Giacomo, 38 
Corpechot, L., 260 
Cortona, Domenico da, 64, 211 
Cortona, Pietro da, 1 84 
Cottancin, 25 

Cottc, Robert de, 71, 141, 142, 146, 
163, 163, 189, T90, 201 
Coucy, chateau of, 172-3 
Coucy, Robert de, 114 
Cours d* architecture (Blondel), 46, 
214, 223 

Courtonne, Jean, 201 
Coutanccs, cathedral, 93, 117; 

Saint-Pierre, 18 
Cr^micu, market hall, 214; 2 
Creusot establishment, 24 
Crucy, Mathurin, 226 
Cuixa, Saint-Michcl, 36; 10 

Dagobert, 83 
Daoulas, 156 
Darby, Abraham, 24 
Daviler, Charles-Augustin, 244 
Debat-Ponsan, 212 
Dclamair, Pierre- Alexis, 201 
della Robbia, Girolamo, 64, 178 
Delorme, Philibert, 43, 48, 62, 69, 
70, 123, 126, 130, 135, 137, 178, 
179, 181 

Dcmangcort, A., 206 
Denis, Maurice, 133, 227 
Descartes, 237, 240 



INDEX 


296 

Deschamps, Jean, u8, 120 
Dcumicr, 214 
Didton, 147 

Dieppe, Saint- Jacques, 124 
Digne, cathedral, 98 
Dijon, Hotel le Compasscur, 195; 
Maison Milsant, 195; Notre- 
Dame, 116; Place Royale, 241; 
Saint-Bdnigne, 79, 91; Saint- 
Michel, 126; Saint-Philibert, 97 
Diocletian, Thermae of, 36, 48 
Douai, town hall, 2 1 1 
Droz, 152 

Duban, Jacques Felix, 146 
Du Cerceau, Jacques Androuet, 49, 
64, 172, 179, 199, 258, 262 
Du Cerceau the Elder, Jean, 200 
Du Cerceau family, 69, 179 
Duclair, 104 

Dufresny, Charlcs-Ren^, 263 
Dugny, 95 ; 7 
Durham, 38, 103 
Duval, 153 

Ebrach, no 
ficouen, 259 
Eginhard, 85 

Egrevilie, market hall, 214 
Eiffel, Georges, 228 
filizabcthville, 153 
Elne, 156 
Enlart, 120 
Eusebius, Bishop, 61 
l2vrcux, 93, 104 

Fain, Pierre, 170 

Favi^res, Saint-Sulpice, 115, 116; 

13 

Fdcamp, abbey, 92, 93, 106; La 
Trinite, 117 
Fdndon, 58 
Figeac, 99 

Florence, Baptistery, 75-6; cathe- 
dral, 149; Innocenti, 218; Pitti 
Palace, 27, 183; Sta Maria 

Novella, 133 


Fontaine, Pierre-Frangois-Ldonard, 
144, 202 

Fontainebleau, chiteau of, 177, 

178, 183, 197; j6 
Fontenay, 97, no, 157, 159-60 
Fontevrault, 157 
Fontfroidc, 157, 159 
Fossanova, no 
Fragonard, 199 

Frangois 1, 64, 123, 124, 127, 177, 

179, 211 

Francois, Bastien, 125 
Frangois, Martin, 125 
Frejus, 84, 156 
Freyssinct, 25 

Gabriel, Ange-Jacques, 53, 1:89, 
190, 225, 225 

Gabriel, Jacques, 71, 163, 165, 
182, 201, 212, 242, 245 
Gabriel family, 69, 242 
GailJon, chateau of, 19, 48, 124, 
176, 177, 178, 258 
Galle, 229 

Gamier, Charles, 202, 213, 216, 
226, 229, 249 
Gamier, Tony, 212, 230 
Gau, 147 
Gaudi, 152 
Gaudibert, 13 1 
Gcnouillac, Galiot de, 127 
Germigny-des-Pres, 79, 83 
Gcrona, 114 
Giardini, 197, 201 
Giocondo, Fra, 64 
Gisors, chateau, 17 1; Saint-Ger- 
vaib and Saint-Protais, 124; 17 
Gittard, Daniel, 138, 141 
Glabcr, Ralph, 90 
Glanfeuil, 84 
Gloucester. 104 
‘golden section", the, 43 
Gondoin, Jacques, 224 
Gonsc, 133 

Goujon, Jean, 62, x 79-80, 200 
Goussainville, 124 
Grande-Chartreuse, the, 160, 16 1 
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Gtandlieu, Saint-Philibert, 85, 86 
Gtappin family, 123-4 
Gruber, J., 230 
Gregory of Tours, 83, 84 
Grenoble, Saint-Lambert, 84 
Groslay, 124 
Guimard, Bamabe, 229 


Hambye, 18 

Haussmann, 148, 149. 215, 231, 
243-34, 264 
Hautecccur, L., 49 
Heisterbach, no 
Heiinebiquc, 23 
Henri 11 , 68, 124 
Henri IV, 128 

H^rault, Sain t-Mar lin-de-Lo ndres, 
91 

Her^, Emmanuel, 140, 212, 245, 
244 

Herrera, 49 
Hittorff, Jacques, 257 
Honnecourt, Villard dc, 43 
Horeau, Hector, 213 
Horomos Vank, 38 
Hugo, Victor, 144, 145 

indre, Saint-Gautier, 98 
Isle-Adam, r, 124 
Ispahan, Jouma mosque, 37 
Issoire, 87, 88, 99 

Jardin, Nicolas-Henri, 54 
Javel, Saint-Christophe, 132 
Jerusalem, Holy Sepulchre, 79, 91 
Joinville, chateau of, 182 
Jouarre, 84 
Jourdain, Frantz, 216 
Jumi^ges, 83, 86, 92, 93, 104 

Kairouan, mosque, 37 
Krak des Qicvaliers, 17 1 
Krantz, 228 


La Bruy&re, 260 

La Fayette, Abbess Magdcleine de, 

i66 

La Fert6-Bernard, Notre-Dame- 
des-Marais, 124 
LaFl^che, 135, 136, 222 
La Fosse, 132 

La Rochefoucauld, chateau of, 18 1 
La Rochelle, town hall, 21 1 
La Tremblaye, Father Guillaume 
dc, 163 

Labrouste, Henri, 24, 224 
Lagrasse, 165; 

Lamour, Jean, 245 
Landon, 2 t6 

Langeais, chateau, 171, 173; Saint- 
Jean -Baptiste, 94 
Langlais, Jean, 113 
Langres, 96, 131, 141 
Laon, Bishop of, 102 
Laon, Bishop’s Chapel, 103 ; cathe- 
dral, 107, 108, 109, I 16; 16 \ 
chapel of the Templars, 79 
Lassurance, 197, 201 
Lassus, Jean-^ptiste- Antoine, 146, 

147 

Lastcyrie, de, 36, 251 
Latini, Brunetto, 257 
Lavardin, Saint-Gild^ric, 94 
Lavirotte, 229 
Lazare, Louis, 232 
Lc Bas, Hippolyte, 145 
Le Breton, Gilles, 176, 178 
Le Brun, 71, 138, 183, 186, 187, 
188, 189, 191, 199, 200, 261 
Le Corbusier, 41, 230 
Le Due, Gabriel, 138, 164 
Le Havre, Notre-D^me, 122, 137 
Le Loup, Jean, 114 
Lc Mans, 79, 83, 109, iiz, 117; 

La Couture, 86 
Le Muet, P., 196 

Lc N6tre, Andr^, 49, 186, 238, 
239-60, 261-3 
Pautre, Jean, 199 
Le Play, F,, 228 
LePuy, 100, 156 
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Lc Rainey, 37, 149, 151-2; 4 
Lc Sueur, r6i, 183, 199 
LcThoronct, 139 
Le Vau, 49, 53, 71, 138, 139, 182, 
183, 184, t86, 187, 188, 189, 190, 
200, 201, 222 

Ledoux, Claudc-Nicolas, 182, 201, 
226 

Legendre, Jean-Gabriel, 243 
Legrand, 214, 216 
Lemercier, Pierre, 123, 138, 182, 
183, 222 

Lemercier family, 122-3 
Lcs Andclys, Chiteau-Gaillard, 
171 ; Notre-Damc, 125 
Les plus excellenis Bdtiments de 
France (du Cerccau), 179, 258 
Lescot, Pierre, 31, 53, 69, 178, 179, 
180, 182, 183, 200 
Lessay, 93, 104; r2 
Lille, the Madeleine, 140 
Limoges, cathedral, 20, 75, 114, 
118; Saint-Martial, 94 
Lisieux, 117 

Uvre d'arcbiiecture (du Cerccau), 64 
Loches, Saint- Antoine, 133; Saint- 
Ours, 38, 94 
Loir-et-Chcr, 58 

London, Crystal Palace, 24; Saint 
PauPs, 139 
Lonzac, 127 
Lorris, town hall, 211 
Losne, Saint-Jean, 126 
Loudon, Saint-Pierre, 123 
Louis XII, 64, 124, 177 
Louis XIII, 183, 183 
Louis XIV, 65, 186, 223-6 
Louis XV, 189 
I.ouis XVI, 128, 142 
Louis-Philippe, 189 
Louvet, 230 
Lucca, S. Michele, 30 
Lunivillc, Saint-jacques, 140 
Luzarches, 124 
Luzarcbes, Robert de, 114 
Lyons, cathedral, 83; Faculty of 
Medicine, 224; Hdtcl-Dieu, 219; 


Logc des Changes, 213; Place 
BelJecour, 242; Saint-Jean, 116; 
Saint-Nizicr, 1 21, 126, 133 ; town 
hall, 21 1 


Maclaurin, 141 

Macon, Hospice de la Charitd, 219 
Madrid, chateau of, 177-8 
Magny-cn-Vexin, 124 
Maigrot, 216 

Maisons, chateau de, 30, 33, 182 
Majorelle, 229 
Mallet-Stevens, 230 
Mansart, Frangois, 43, 30, 32, 33, 
56, 70, 137, 138, 139, 163, 164* 
166, 182, 183, 194, 200, 241-2, 
243, 245, 261 

Mansart, J. Hardouin-, 47, 49, 50, 
32, 139, 140, 141, 142, 146, 187- 
9, 190, 191, 211, 220, 241 
Mansart dc Sagonne, Jacques Kar 
douin, 140 
Mansart family, 69 
Mantes, 109 

Mantua, Palazzo del Tc, 64, 178 
Maria-Laach, 97 
Mariette, zoo 

Marly, chateau de, 49, 182, 190-1; 
37 

Marot, Jean, 199, 215 
Marrast, 132 

Marseilles, cathedral, 147; Saint- 
Victor, 84; town hall, 21 1 
Martcllange, fitienne, 133, 136, 
222 

Martin, Jean, 62, 179 
‘Martinian churches*, the, 97 
Maule, 124 
Mayeul, Abbot, 91 
Medici, Catherine de\ 180 
Mcnars, chitcau of, 182 
Mcrcogliano, Paccllo da, 258 
Mcrimde, 143, 146-7 
Metz, town hall, 212 
Meudon, chiteau of, 182; 

Michelet, X43 
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Michelangelo, 79, 132 

Mignard, Pierre, 132 

Milan, cathedral, 5 3 ; San Nazzaro, 

Mique, Richard, 163, 166, 190, 264 
Mirepoix, 119 
Moissac, 1 1 7, 156 
Moli^re, 145 
Molinos, 214 
Mollet, Andr^, 260 
Mollet, Clandc, 239 
Monasticon Gallicantim, 164 
Monge, 215 
Monier, Joseph, 23 
Mont-St-Michcl, 20, 92, 105, 121, 
146, i38-9;3J, 32 
Montalcmbert, 143, 147 
Montercau, Pierre de, 106, 1 15, 137 
Montferrand, 119 
Montierender, 91 
Montmagny, Sainte-Thdr^sc, 132 
Montpellier, Promenade duPeyrou, 
242, 244 

Montorio, San Pietro in, 63 
Montrdjeau, market hall, 2x4 
Montr&or, 125 
Morey, 147 
Morienval, 104; JJ 
Moser, K., 132 

Moulins, cathedral, 121; Saerd- 
Cocur, 147 


Najac, chateau of, 171-2; J5 

Namatius, 83 

Nancy, Bon-Secours chapel, 142; 
Hdmicycle, 243 cathedral, 129, 
1 5 1, 139, 140, 141, 142; Place 
Stanislas, 243, 244; Place de la 
Carridre, 243; Saint-Epvrc, 147; 
town hall, 2x2 

Nantes, cathedral, 84; Dectd stores, 
217; theatre, 226 

Napoleon I, 66, 69, 143-4, 259, 
244-5 

Narbonne, cathedral, 112, 114, 
1x8; Lamourgoid church, 1x9 


Nenot, 224 

Neuvy-Saint-Scpulcrc, 79, 80 
Nevers, cathedral, 116; Saint- 
Btienne, 94, 99 

Nice, Sainic-Jeannc-d’Arc, 152 
Nicole, Nicolas, 140 
Noirlac, 110, 159 
Notre-Dame-de-rBpine, 121; jy 
Nouvelles Imentions pour hien bdtir (t 
d petits frais (Delorme), 69 
Noyers, town hall, 212 
Noyon, cathedral, 78, 107, 1x3, 
157; town hall, 2xx 


Odolric, Abbot, 94 
Oiron, 123 

Oloron, Sainte-Croix, 37 
Orbais, Jean d*, 113 
Orcival, 99 

Orleans, cathedral, 85, 112, 145; 

town hall, 21 r; University, 221 
Orleans, Louis of, 174 
Orly, cathedral, 41 
Otua, 25 
Ourscamp, 139 
Oursel, Charles, 96 


Palissy, Bernard, 239 
Palladio, 63, x66, 223 
Paquet, P., 153 
Paray-lc-Monial, 96 
Paris: 

'Public BuildingSy HSte/s, etc. : 

Arc de PBtoilc, 244; Arc de 
Triomphe, 19, 238; Bibliothdque 
Saintc-Genevidve, 24, 224; 

Bourse des Valeurs, 213, 215; 
Castel Bdranger, 229; Ceramic- 
H6tcl, 229; Cercle de la Librarie, 
213; Champ-de-Mars, 228, 229; 
Colldge d*Eu, 131; Oxlldge des 
Quatre-Nations, X38, 139, 14X, 
222; 23; Colldge Mazarin, 81, 
129; ficole des Beaux-Arts, iSi; 
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Paris: Public Buildings, etc. (coiitJ): 
ficole de Chirurgie, 222-4; 
ficole de Droit, 224; ficolc 
Matemclle, 224; ficolc Mill- 
taire, 49, 53, 222; Eiffel Tower, 
24, 56, 228-9; Galeric dcs Ma- 
chines, 24, 228; 55; Grand 
Palais, 229, 230; Gymnase, 226; 
Halle aux Bl6s, 24, 69, 214; 
Halles G:ntfalcs, 215; 2; H6pi- 
tal-Dieu, 217, 219, 246; H6pital 
Beaujon, 219, 221; Hopital 

Boucicaut, 221; Hopital Saint- 
Louis, 2 1 9-20 ; Hotel Amclot dc 
Gournay, 198, 201 ; Hotel Biron, 
201 ; H6tel de Beauvais, 196; 
41 \ H6tel de Bony, 201; Hotel 
de Bourbon (Palais Bour- 
bon), 197, 201; Hotel de Boui- 
rienne, 201 ; H6tcl Carna- 
valct, 198, 200; Hotel Cluny, 
194; H6tcl d’Estr^es, 201 ; H6tel 
d’Hallwyl, 201; Hotel de Hol- 
lande, 196, 197; 4J; Hdtcl Lam- 
bert, 197, 200; 3g\ Hotel 

Lamoignon, 53; H6tel Lauzun, 
197, 200, 201; H6tcl Masserano, 
201; PIdtel Matignon, 196, 199, 
201; Hotel de Moras, 196, 197; 
H6tel de Rohan, 196, 199, 201; 
H6tel de Rothelin, 197, 201; 
H6tel de Salm, 199; Hdtel de 
Soubisc, 198, 199, 20T ; 42; 

Hotel dc Sully, 196, 198, 200; 
Hotel Tubeuf, 196; H6tel dc la 
Vrilli^re, 197, 201 ; Institut d’art 
et d’archeologic, 28; Louvre, 

io. 1}. 4J. 51. n , 65, 17*, 179- 

80, i8t, 182-5, ^97» 

(former), 173; Luxembourg 
Palace, 19, 137, 182, 183, 185. 
186, 197, 260; Lycee Buffon, 
224; Lycde Henri IV (Abbey of 
Saintc-Genevi^ve), 137, 158, 

165; Maison aux Piliers, 210; 
Monumental Gateway, 229; 54; 
Mus^ Carnavalet, 213 ; Museum 


of Modem Art, 250; Observa- 
toire, 222; Odeon, 31, 223, 226, 
238; Opdra, 20, 216, 223-7; 5®» 
52; Petit Palais, 229; Palais dc 
Chaillot, 230; 55; Pdais de Pln- 
dustrie, 228; Sorbonne, 129, 130, 
132, 138, 141, 221, 222, 224; 2j; 
Salpetriere, 219; stores, 216; 
Theatre des Champs-El3rs^cs, 
226-7; 51; Tuilcrics, 48, 137, 
178, 180-1, 182, 243, 259, 260, 
262; 6j; Varietes, 226 

Churches, etc.: 

The Assumption, 81, 129; Qu*- 
melite church, 77, 129; Chaussde 
d’Antin, convent of, 166; Cit^ 
Universitaire church (Gentilly), 
153; Cordeliers, 123, i6t; Ex- 
piatory Chapel, 144; Feuillantes, 
convent of the, 157; Filles de la 
Visitation — Sainte-Marie, 1 37 ; 
Holy Apostles, 83 ; Invalidcs, 43, 
49, 81, 129, 130, 132, 138, 139, 
141, 219, 220, 229; Jacobin con- 
vent, 162; La Trinitd, 73, 148; 
the Madeleine, 31, 52, 238, 243; 
Montrouge, 133; Notre-Dame- 
des-Champs, 147; Notte-Damc- 
de-Lorette, 143; Notre-Damc- 
de-Paris, 19, 41, 43, 44, 48, 30, 
55-4. 75, 78, 107, ^08-9, ”2, 
113, 115, 117, 121, 122, 138, 146, 
231; 12; Notre-Dame-du-Tta- 
vail, 150; Notre-Damc-des-Vic- 
toifcs, 129, 141; Pantheon, 

(Saintc-Gcnevi^ve), 19, 23, 56, 
80, 81, 129, 130, 132, 140, 141, 
143, 238; Recollets* Monastery, 
165 ; Sacrd-Cccur, 19, 147; Saint- 
Ambroise, 147; Saint-AntoUie- 
de-Padoue, 133; Saint-Augustin, 
149-30; Saintc-Chapelle, 37, iii, 
113, 118, 146, 131; 4; Saintc- 
Clotilde, 144, 147; Saint -Domi- 
nique, 1 5 1 ; Sainte-Elisabeth, 
130, 1 5 1, 137; Saint-Esprit, 15a, 
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Paris: Churches, etc. (contd): 

1 5 3 1 50 J Saint-fitienne-du~Mont, 
1 2 1, 123, 1 31; Saint-Eustache, 
77, 101, 122, 123. 131, 138, 141; 
Sain t-Germain-en -Laye, 1 1 5 ; 
Saint - Germain - dc - Charonne, 
1 2 1 ; Saint-Germain-des-Pres, 
83, 91, 103. Ill, 115, 157, 

233; Saint-Germain-rAuxerrois, 
86, I2I, 122, 146; Saint-Gcrvais, 
123, 150, 131, 136; 22\ Saint- 
Jacques-du-Haut-Pas, 130, 131, 
141; Saint- Jean-de-BellcviJlc, 
1 47 ; Saint- J ean-de-Montmaitre, 
130-1; 29; Saint- Jcan-Ie-Rond, 
75 ; Saint-Joseph-des-Girmes, 
13c; Saint-Laurent, 121; Saint- 
Louis-d’Antin (Capuchin con- 
vent), 145, 242; 33, 34\ Saint- 
Louis-cn-l’Ile, 129, 137, 138, 
142 ; Saint-Martin-des-Champs, 
102, 103, 137; Saint-Mddard, 
121, 123; Saint-Merry, 123, 234; 
Saint-Nicholas-dcs-Champs, 1 2 1 , 
123 ;Saint-Nicholas-du-Cbardon- 
net, 129, 137, 138; Saint-Paul- 
Saint-Louis, 77, 129, 131, 136; 
Saint-Philippc-du-Roule, 143; 
26; Saint-Roch, 129, 137, 138, 
141 ; Saint-Pie rrc-de-Chaillot, 
81, 153; Saint-S^vcrin, 77, 121, 
146, 234; Saint-Sulpicc, 23, 129, 
131, 137, 138, 141; 24; Saint- 
TTiomas-d’Aquin, 141 ; Saint- 
Vinccnt-de-Paul, 131, 143, 144; 
Temple Saintc-Marie, 81; Val- 
de-Gracc, 129, 130, 132, 138, 
163, 165, 166; 22; the Visitation, 
80 

Main Squares and Bridges: 

Place du Ch^telet, 248; Place dc 
la Concorde, 23, 40, 52, 189, 
240, 242, 243; Place Dauphine, 
29, 52, 239, 240, 241; 59; Place 
de P£toilc, 238, 249, 250; Place 
de Gr^ve, 232, 248; Place de la 
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Republiquc, 248; Place Saint- 
Gcrmain-PAuxerrois, 248; Place 
dc la Sorbonne, 138, 234; Place 
du Trocaddro, 249; Place dcs 
Victoires, 30, 32, 259, 240, 241; 
3S; Place des Vosges, 29, 32, 
239, 240; 58; Place Vcnddinc, 
43, 3^, 239, 240, 241-2; 59; 
Pont des Arts, 24; Pont d’Aus- 
tcrlitz, 24; Pont-Neuf, 259, 240; 
Pont Notre-Dame, 238-9; Porte 
Saint-Denis, 43. 244; Porte 

Saint-Martin, 244; (for town 
planning in Paris atid details of 
main thoroughfares see especially 
pp. 23^-54) 

Pattc, Pierre, 65, 140, 246 
Pavia, Charterhouse, 161; the 
Certosa^ 64. 176 
Percier, 144, 202 

Pdrigueux, Saint-fitienne, 100; 

Saint-Front, 28, 61, 79, 100 
Perpetuus, Bishop, 83 
Perpignan, cathedral, 57, 77, 119; 

Loge dc Mer, 213 
Perrault, Claude, 69, 184, 185, 186, 
222 

Perreal, Jean, 1 26 
Perret, A., 227 

Perret brothers, 41, 42, 15 1-2, 227, 
230 

Peterborough, 104 
Peyre, Marie-Joseph, 226 
Philippe VI, 173 

Pierrefonds, chateau of, 174; 

cathedral, 146 
Pillement, G., 25 1 
Pisa, Baptistery, 75-6 
Plessis-les-Tours, chateau of, 175 
Plumet, Charles, 202, 216 
Poblet, 159 
Poisson, Nicolas, 140 
Poissy, 103 

Poitiers, Moutiemeuf, 94; Notre- 
Dame-La-Grande, 87, 88, 97, 98; 
Saint-Hilaire-lc-Grands, 97, 99, 
100; Saint-Jean, 83 
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Pont-^i Mousson, Prcmonsttaten- 
sians' church, 140, 141, 163 
Pont'Saintc-Marie, 126 
Pontigny, 110, 139 
Pontoise, Saint-Maclou, 123 
Poussin, Nicolas, 183 
Prdmontrc, 163, 166 
Prcuilly, 98, no 
Primaticcio, 64, 135, 178 
Puigi Cadafalch, 17, 63, 91 
Pythagoras, 45 

Quimpcf, 12 

Quimpcrld, Saintc-Croix, 38 

Racine, 33 
Rainaldi, 184 

Rambouillet, Mme de, 196-7 
Raphael, 64, 178 

Ravenna, Baptistery of the Ortho- 
dox, 84; San Giovanni Evange- 
lista, 76 ; Sant' Apollinare, 76 
Reignac, 94 

Reims, cathedral, 19, 41, 48, 50, 35, 
79, 82, 85, 108, III, 112, 113-4, 
118, 1 21, 146; Foyer R6mois, 
265; market hall, 216; Place 
Royale, 243; rue Colbert, 243; 
Saint-Rcmi, 83, 109 
Reims, Gaucher of, 114 
Rembcrcourt-aux-Pots, 126 
Rennes, Abbey of Saint-Georges, 
166; cathedral, 141 ; Palais de 
Justice, 242; Place Louis XIV, 
242, 243; Place Louis XV, 243; 
town hall, 211 
Restout, 165 
Rhuis, 105 
Riccy-Bas, 126 
Richard I (of England), 17 1 
Richelieu, chateau of, 182 
Roanne, Jesuit College, 131, 
Lyc6e chapel, 1 36 ; 24 
Robert, Hubert, 264 
Rod^, ao, 114, 118 


Romano, Giulio, 64, 178 
Rome, Canccllcria palace, 13 1, 
Gcsti, 77, 131, 132-3, 133, 136, 
137, 141; Pantheon of Agrippa, 
144; Our Lady of Montserrat, 
135; Saint Peter's, 32, 33, 79, 96, 
155, 139; San Lorenzo fuori le 
Mura, 76; San Paolo fuori le 
Mura, 76, 143; Sta Sabina, 76, 
143; Vatican, 49, 64; Belvedere 
Gardens, 239; Loggie, 178; 
Villa d'Este, 258 

Rondelct, Jean-Baptistc, 19, 21, 69, 
140 

Rosso, 178 

Rouen, cathedral, 95, 117, 148, 
149; Jesuits* church; ‘house of 
Diane de Poitiers', 192; Four du 
Chapitre, 193; Notre-Dame-de- 
Bon-Secours, 147; Saint-Maclou, 
121, 123; Saint-Ouen, 92, 117, 
123, 146, 163, 212; Saint-Paul, 
104 

Rouges-Barres, 153 
Rousseau, Pierre, 226 
Roussel, 227 
Rouvroy-ies-Mines, 153 
Roux-Spitz, 202, 223 
Royaumont, 139 
Ry, church of, 124; ig 


Saint-Andrd-lez-Troyes, 126 
Saint- Antonin, town hall, 210 
Saint Benedict, 154 
Saint-Benoit-sur-Loire, 78, 94, 98 
Saint Bernard, no, 134, 134, 159, 
166 

Saint-Bertrand-de-Comminges, 83, 
119, 136 

Saint Bruno, 154 

Saint-Denis, x8, 19, 25, 83, 83, 86, 
102, to6, 107, III, 115, 135, 139, 
146, 165, 166; ay 
Samt-Di6, 136; 6 
Saint-Germer-dc-Fly, 105^ 
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Saint-Gilles, 99 

St Gregory, Bishop of Nicopolis, 
61 

Saint-Lizier, 1 5 6 ; 3^3 
Saint-Menoux, Bourbonnais, 96 
Saint-Ncctaire, 99 
Saint-Nicholas-du-Port, 121; 16 
Saint-Omer, town hall, 211 
Saint-Paul-Trois-Chateaux, 98 
Saint-Picrre-sur-Dives. market hall, 
214 

Saint-Pol-dC“I don, 121 
Saint-Riquie*-, 85, 121 
Saint-Savin-sur-Gartempe, 94, 97; 
5 , II 

Saint-bimon, 29, 261 
Saint-Thibault-en-Auxois, 116 
Saint- Wandrille, Abbey, 83, 157 
Saint-Wulfram d’Abbevillc, 121 
Samtes, Sai t-Eutrope, 98 
Sambin, Hugues, 195 
Sanna2zaro Sesia, 38 
Santes-Creus, 159 
Santeuil, 109 

Santiago de Compostela, 90, 99, 

155 

Sarcelles, 124 
Sarrabezoiles, 153 
Saulieu, Saint-Andochc, 96; town 
hall, 212 

Saumur, Notrc-Dame-des-Atdil- 
liers, 140; town hall, 21 1 
Sauvagc, 202, 217 
Sddille, Paul, 216 
Sdes, 1 17 
Sclmershcim, 216 
Sdnanque, 139 
Senlis, 107, 124 
Sens, 19, 105^ III, 1 13, 126 
Sdrex, 153 

Serlio, 63, 64, 178, 179, 203 
Servandoni, Jean>Nicolas, 141 
Silvacane, 139 
Sohier, Hectpr, 124 
Soissons^ 78, 107, 1x3, X 18 
Soi^loiUL of, 114 

SoUgHtg^Kloo 
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Soufflot, Jacqucs-Getmain, j6, 
140, 145. 182, 213, 219, 224, 223 
Souillac, TOO 

Souvigny, Bourbonnais, 96 
Strasbourg, 20 
Strawberry Hill, 63 
Suger, Abbot, 18, 102, 106, 110, 

115, 153 

Sully, Henri de, 109 

Sully, Maurice de. Bishop, io8 


Temple, Raymond du, 173 
Terrasa, San Miguel, 86 
Theodulf, 86 
Tillidres, 124 
Toledo, 109 

Tonnerre, Hospital, 218; Salnt- 
Michel, 126 

Toulon, Saint-Louis, 143; town 
hall, 211 

Toulouse, Augustinians* church, 
1S7; cathedral, 57, 77, 114, II7» 
1 1 8, 145, 156; College Saint- 
Raymont, 221; Domimeans’ 
church, I I 8, 119, 157; 161-2; 
Hotel d^Assdzat, 51, 194, 195; 
H6tel de Bagis, 195; H6tcl de 
Pins, 195; H6tcl de Vieux- 
Raison, 195 ; Jacobin church, zx ; 
Lc Daurade, 83, 84; Notue- 
Dame-de-la-Dalbade, 1x9, 126; 
Notre-Dame-dc-la-Taur, 1x9; 
Saint-Sermn, 44, 57 . 77 . 8 ®. 99 » 
127, 146, 136; 5; town hall, zxt 
Tour d'Aigucs, chateau of the, 182 
Toumai, 107 
Toumon, P., 13 a 

Toumus, Saint-Philibert, 87, 91, 92 
Toua, cathedral, 114, 121, X25; 
SaitiNMartin, 83, 84, 83, 93; 
Saint-Symphorien, 123 
TraifiJ*atehfJ 9 fturi (filoadci), 45 
TrmUJ^arffkiitetm (Daviku), 50 
178 

Trdgateff, tztu 
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Tix>ye8, cathedral, 114, 1x5; the 
hfodtleine, 125; Saint-^rtin, 
126; Saint-Nkolas, 125, 126; 
Saint-hWer, 125, 126; Saint- 
Pantaldon, 125; Saint>R^my, 
125; Saint-Ufbain, 112, 115, 116 
Tunis, mosque, 37 
Turgot, 240 
Turmd, Father, 136 

Urban U, Pope, 90 

Ossi, chAteau of, 175 ; chapel of, 125 

Vaison, 84, 98, 156 
Valenciennes, town hall, 21 1 
Valmont, 124 
Vanncs, 123 
Van Obstal, 201 
Vauban, 69; fortifications, 57 
Vaudoycr, Leon, 147 
Vaudrcmcr, 224 
Vaujc de Ccmay, Abbey, 139 
Vaux-le-Vicomte, 53, 182, 262, 263 
Venice, St Mark, 100 
Verdun, Bishop^s Palace, 4 ^\ 
cathedral, 85; fortifications, 18 
Verger, chAteau du, 48 
Versailles, Biblioth^que Nationalc 
Storehouses, 225 ; Bosquet de la 
Colonnade, 241; cathedral, 129, 
140; Queen’s convent, 166; 
Opera jHouse, 223, 226; Notie- 
Dame, 141, 243; Palace of, 19, 
20, 25, 27, 29, 49. 52. 53. 

178, 179, 182, 185-90, 191, 197. 
256, 262-3, 264; 56, 64; Place 
Ho^e. 2 . 4 ,\ 


Vetheuil, X24 

Vdzclay, abbey, 30, 87, 88, 103, 
III, 146, 136; the Madeleine, 96; 
Saint-PAre-sous-VdacIay, 30 
Vicat, 21 

Vicenza, theatre, 223 
Viel, 228 

Vienne, Saint-Pierre, 84 
Vignola, 4j, 6}, 64, 135, 137, 179 
Vignon, Picrre-Alexandre, 143 
Vignory, 91 
Vilain, 153 

Villefranche-de-Rouergue, 160-1; 

Notre-Dame, 119 
Villemomble, 135 
Villeneuve-l^s- A vignon, i6o-i ; 

fortifications, 235, 236 
Villcncuvc-sur-Yonne, 126 
Villicrs-le-Bcl, 124 
Vincennes, keep, 173; Saint-Louis, 
80, 81, 132, 153 

Viollet-Je-Duc, 21, 57, 44, 49, 30, 
65, 85, 99, 103, 106, 108, 146, 
147, 130, 174, 191, 215, 216, 
221 

Vitruvius, 43, 62-3, 179 
Vouet, Simon, 199 
Vouzicfs, 126 
Vuillard, 227 

Wailly, Charles de, 226 
Walpole, Horace, 63 
Walter, 221 

William the Conqueror, 89 
Winchester, 104 
Wten, Sir Christopher, 139 




